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Abstract
This thesis examines managerial orientations and beliefs in large music
organisations. The study uses a qualitative, interpretive approach to explore the
research problem of how managerial beliefs influence and underpin Product
Orientation (PO) and Consumer Orientation (CO) and the organisational implications
that arise from these beliefs. The study advances four literature streams: strategic
orientation; thought worlds; interfunctional relations involving marketing; and, arts
marketing.
In terms of the findings, the research identified eight managerial beliefs that underpin
PO, which were beliefs in: Absolute Quality, Conviction, Emotional Attachment, Art
Form Development (non-profit only), Artistic Leadership, Artistic Authenticity,
Nobody Knows and Artistic Autonomy. The latter two beliefs emerged in the
analysis stage as important, and had not been anticipated from a review of the
literature on strategic orientation. Art for Art’s Sake was raised by participants but
rejected as too simplistic to be adopted as a guiding principle.
The research identified five managerial beliefs that underpin CO, which were beliefs
in: Art for Business’ Sake, Co-creation, Peer Respect, Aesthetic Agnosticism and the
pursuit of Audience Trust (non-profit sector only). The latter two beliefs were
emergent beliefs. Managers expressed little support for Reactive CO or Proactive
CO.
The managerial sample was evenly split between the commercial and non-profit
contexts. The commercial and non-profit split enabled identification of sector
differences which have not been explored in previous music organisation research.
vii
Commercial managers were drawn from major record labels and non-profit managers
from a variety of organisations encompassing opera, musical theatre, orchestral
management and concert presentation. The study extends thought world research into
an artistic context, comparing and contrasting the thought worlds of marketing and
artistic managers in relation to strategic orientation and beliefs. The sample was
divided so that approximately one third of the participants were artistic leaders, one
third marketing leaders, and one third CEOs. In terms of the findings on
interfunctional similarities and differences, there was considerable consensus in both
sectors which facilitated co-operation between functions. However, interfunctional
differences were observed which created evidence of conflict.
PO beliefs were strongest in the creative development stage but the later
commercialisation stage involved considerable CO. It should be acknowledged that
the commercial focus was ‘organic’ not ‘synthetic’ projects (ie boy bands), as
organic work constitutes the greatest proportion of creative development work
undertaken by record labels. The findings of the study (in terms of the beliefs which
arose and the way they influence strategic orientation and interfunctional relations)
have potential implications for other creative industries such as arts, entertainment,
design and fashion. The CO belief of Co-creation proved to be controversial among
some managers and further research could examine how the new consumer power
implicit in Co-creation is influencing the PO managerial beliefs of Artistic
Autonomy and the pursuit of Artistic Leadership.
viii
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Absolute
Quality
In this thesis, a belief in Absolute
Quality is a product-oriented
managerial belief that the ‘quality’
of the product, or creative work, is
absolute, demonstrating innate
excellence, and is independent of
audience judgement. Managers do
not believe that music finds its
ultimate validation in the opinion
formed of it by audiences, and they
do not believe that the consumer is
the ultimate arbiter of ‘quality’.
This definition is related to ‘the
transcendent approach’ of Garvin
(1984, p.:359) and the ‘Quality is
Excellence’ definition of Reeves
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Chapter 2, section
2.2.1.1, page 17.
Discussed in a
music industry
context in Chapter
3, section 3.5.4,
page 75.
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Aesthetic Agnosticism is a
consumer-oriented managerial
belief that managers who make
artistic choices on the basis of their
personal aesthetic preferences are
unprofessional, because they
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own taste and personal beliefs
about the artistic merits of the
music are considered subservient to
the needs of the marketplace.
Discussed in
Chapter 6, section
6.2.6, page 240.
Art for Art’s
Sake
In this thesis, a managerial belief in
Art for Art’s Sake is a belief that
the artwork itself and the artist’s
creative needs are the proper focus
of the development of creative
work, rather than commercial,
audience or financial
Discussed in
Chapter 3, section
3.5.5, page 76.
xviii
considerations. Victor Cousin is
credited with formulating the
doctrine of Art for Art’s Sake (or
l’art pour l’art) which argues that
art must remain separate from
utilitarian, religious or political
purpose (cited in Fillis 2006: 33).
Art Form
Development
Art Form Development is a
managerial belief that the
organisation has a fundamental
responsibility to secure and
advance the future of the art form.
Discussed in
Chapter 3, section
3.5.3, page 73.
Artistic
Authenticity
For the purposes of this thesis,
Artistic Authenticity is a
managerial belief in the importance
and desirability of the artist
believing their artistic statement
has credibility and integrity.
Authenticity
discussed in
Chapter 2, section
2.2.1.3, page 20.
Discussed in a
music industry
context Chapter 3,
section 3.5.8, page
83.
Artistic
Autonomy
Artistic Autonomy is defined in this
thesis to mean a belief held by a
manager that they have a
professional obligation to trust
artists, and to give them the
creative space to pursue their own
internal focus. It extends beyond
allowing the artist discretion over
the process to reach an agreed
outcome, and also includes
discretion over the final outcome,
as the outcome cannot be precisely
defined in advance. To fail to grant
them such autonomy is to fail to
respect their stature as artists.
Discussed in
Chapter 5, section
5.2.5, page 172.
Artistic
Leadership
Artistic Leadership is a managerial
belief that artists should lead
audiences, not follow them, and be
supported to ‘make taste’, ‘make
fashion’, and to push into new,
Discussed in
Chapter 3, section
3.5.6, page 78.
xix
unknown territory. This may
involve ignoring audiences, or
taking them out of the equation,
due to an assumption that audiences
can have difficulty imagining and
envisioning future possibilities.
Within the non-profit sector
encouraging audiences to explore
new aesthetics and world views can
be viewed as personally and
socially beneficial.
Artists Artists refers to creative personnel
such as performers, as distinct from
personnel who perform
administrative or managerial duties.
It should be noted that the terms
‘artists’ and ‘musicians’ are used
interchangeably in the literature on
the music industry (Kubacki 2008;
Macaulay & Dennis 2006) and in
this thesis. Thus ‘artists’ should not
be construed as applying to visual
art. It should be acknowledged that
some artistic leaders perform a dual
function as both a senior manager,
and also a practising artist within
an ensemble.
Discussed in
Chapter 3, section
3.2.3, page 57.
Artistic
management
The role of artistic management
within a music organisation varies
between commercial recorded
music organisations and non-profit
live performance organisations. In
the former, the Artists & Repertoire
(A&R) function is responsible for
finding new artists and
administering the recording process
(Simpson 2006). The key
responsibility of A&R executives is
to “go out and find the talent, sign
that talent, and then nurture it to its
full potential” (Prial 2006: 299).
Artistic management within a non-
Discussed in
Chapter 3, sections
3.4.1 (page 61) and
3.4.2 (page 65).
xx
profit music organisation will be
headed by an Artistic (or Music)
Director. The Artistic Director,
supported by their office, selects
musical programs and artists,
ensures the artistic vision reflects
the organisational mission, creates
new and adventurous
programming, finds joint venture
partners, develops young artists,
and often performs him/herself
(Kaiser 2010).
Beliefs –
(Managerial
Beliefs)
Beliefs and assumptions represent
what a manager understands to be
reality. Beliefs influence what a
manager perceives, feels and thinks
(Sorjonen 2011). Beliefs can be
seen as the subjective likelihood
that consequences will result from
actions, or that objects possess
attributes (Ajzen 2005).
Discussed in
Chapter 2, section
2.4, page 36.
Co-creation In this thesis, Co-creation is a
consumer-oriented managerial
belief that audience members have
a role to play in the development,
production, marketing or
distribution of products (Hartley,
Potts, Cunningham, Flew, Keane &
Banks 2013).
Discussed in
Chapter 2, section
2.2.2.3, page 27.
Discussed in a
music context in
Chapter 3, section
3.5.12, page 91.
Consumer
Orientation
(CO)
Consumer Orientation (CO) is
understood in this thesis to be a
commitment on the part of the
manager to integrate audience
preferences into the development of
creative work (Voss & Voss
2000a). The terms ‘consumer’ and
‘customer’, are considered
interchangeable in this thesis, but
for consistency’s sake, ‘consumer’
has been adopted throughout. A
body of empirical research concurs
Discussed in
Chapter 2, section
2.2.2, page 23.
Discussed in a
music context in
Chapter 3, section
3.5.10, page 86.
xxi
that a central precept of marketing
is consumer orientation (Kohli &
Jaworski 1990; Narver & Slater
1990).
Conviction
Emotional
Attachment
Managerial Conviction is a
stubborn belief in the commercial
potential of a piece of creative
work despite having no market
evidence on which to base such
assurance.
Emotional Attachment is a
managerial belief that one’s
personal, emotional reaction to the
music, is a vital indicator that the
music can elicit the same reaction
in others.
Discussed in
Chapter 3, section
3.5.2, page 72.
Discussed in
Chapter 2, section
2.2.1.2, page 20.
Discussed in a
music industry
context Chapter 3,
section 3.5.7, page
82.
Functional Unless otherwise stated,
‘functional’ is understood to relate
to organisational functions such as
the ‘marketing’ and ‘artistic’
functions. It does not mean positive
and beneficial versus dysfunctional
(as in the expression ‘functional
conflict’). Thus a ‘functional
perspective’ is a marketing or
artistic perspective, not a
perspective that is being presented
as healthy, workable and
constructive.
Functions within
music
organisations are
described in
Chapter 3, sections
3.4.1 to 3.4.3.
Functions This thesis focuses on managers
who supervise a specific
organisational function such as
‘marketing’ or ‘artistic’ activity.
This activity will be principally
conducted in the marketing
department and the artistic/A&R
department.  It should be noted that
broader marketing activities may
involve other departments in an
Functions within
music
organisations are
described in
Chapter 3, sections
3.4.1 to 3.4.3.
xxii
organisation, such as the Box
Office, Sales or Promotions
department. Homburg and Jensen
(2007) point out that researchers
must choose between an activity or
functional based perspective. In an
activity based perspective,
‘marketing’ is viewed as all the
activities one defines as marketing,
irrespective of the department in
which they take place. In a
functional based perspective,
‘marketing’ is defined as all the
activities that take place within the
marketing department, irrespective
of their nature. Researchers
studying marketing thought world
dimensions such as beliefs have
traditionally adopted a functional
perspective (Dougherty 1992;
Homburg & Jensen 2007). This
thesis adopts the same approach.
As these are large, complex
organisations, a functional
perspective provides focus and
simplicity.
Manager A manager in this thesis means a
manager working within a music
organisation, not the manager
engaged by the artist to represent
their interests, unless explicitly
stated.
Discussed in
Chapter 3, section
3.4.1, page 62.
Marketing
Management
In this thesis, the Marketing
Director (or Vice President) within
a music organisation is understood
to be responsible for advertising
and promoting the music, and
managing the audience relationship
(Simpson 2006). In non-profit
organisations there is additional
emphasis on institutional promotion
(Kaiser 2010). The involvement of
Discussed in
Chapter 3, section
3.4.1 (page 61) and
3.4.3 (page 66)
xxiii
the Marketing function in
commissioning and developing
creative work varies from
organisation to organisation.
Music
Industries
Australian cultural researcher
David Throsby (2002) defined the
music industry in terms of
stakeholders which comprise it:
creative artists, agents, managers,
promoters, music publishers, record
companies, copyright collecting
societies, studio owners,
manufacturers, distributors,
retailers, broadcasters, venue
operators, ticket agents, film
makers, advertisers, and
consumers. Recent studies have
cast doubt on the degree to which
there is one, integrated music
industry, rather than a number of
distinct industries (Tschmuck
2012). This thesis focuses on large
music organisations within the
commercial music industry, and the
non-profit, live performance,
classical music industry.
Discussed in
Chapter 3, section
3.2, page 48.
Music
Organisation
A music organisation is defined in
this thesis as an organisation which
is primarily focused on the
creation, production and/or delivery
of music (Hoegh-Guldberg & Letts
2005). Music organisations do not
constitute an homogenous body,
and a spectrum of organisations has
been sought in this study. Excluded
from consideration is any music
organisation that does not work
with living artists, or any
organisation not large to have its
own artistic and marketing
departments. Organisations which
need to accommodate the wishes of
Discussed in
Chapter 3, section
3.3, page 57.
xxiv
living artists, and have separate,
functionally based departments,
possess the richest environment in
which to explore product and
consumer orientations (Hirschman
1983; Voss & Voss 2000a).
Examples of organisations which
would qualify for selection are
large record companies, orchestras,
festivals, opera companies, and
venues. The organisation could be
involved in any genre of music, and
be commercial or non-profit, or
involving paid or volunteer staff.
All organisations in this study had a
paid CEO and paid staff. Examples
of organisations which would be
excluded are a small independent
record label with a few key
managers, a music licensing
company, or a company providing
supporting services to the industry
such as event production.
Organic
Music
Development
Following Negus (1992), ‘organic’
music product development is
where the label works with the
artist to gradually enhance and
strengthen their development. This
is in contrast with ‘synthetic’
processes, which are more
‘manufactured’ and consumer
oriented, where the label acts as a
catalyst for projects, assembling
artists with a view to short-term
success (e.g., the creation of boy
bands). The focus of this study is
organic processes, given that this
approach to artist development
constitutes the bulk of projects
initiated by labels (Negus 1992,
1999).
Discussed in
Chapter 3, section
3.5.1, page 69.
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Peer Respect In this thesis, the pursuit of Peer
Respect is a belief that creating
work that will appeal to one’s
peers, both validates the work, and
enhances one’s own professional
reputation and career prospects.
Discussed in
Chapter 3, section
3.5.13, page 95.
Product A musical ‘product’ in this thesis is
understood broadly as a new
project or initiative, being released
or produced by the organisation,
that involves the work of living
artists, and a collaboration between
the artistic and marketing functions.
For example, a product could be a
traditional opera that is being re-
envisioned and re-interpreted, a
commercially released album or
single, or a newly commissioned
orchestral work receiving its
première. Thus it can also be both
an experience and a physical
product. It may be highly
innovative for the field, or a less
innovative re-working of pre-
existing material. Given criticisms
within the music sector of the term
‘product’ which is negatively
associated with commodification
(Negus 1992), the expression
‘creative work’ is used in
preference to ‘product’ in this
thesis.
Discussed in
Chapter 3, section
3.2.1, page 49.
Product
Orientation
(PO)
Product Orientation is defined in
this thesis as a manager following
and prioritising the artists’
convictions, insights, internal
desires and needs in the creative
development process, in preference
to relying more heavily on audience
insight (Holbrook & Day 1994).
Discussed in
Chapter 2, section
2.2.1, page 17.
Specific music
industry discussion
in Chapter 3,
section 3.5.1, page
68.
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Synthetic
Music
Development
Following Negus (1992), a
‘synthetic’ music process is where
the label acts as a catalyst for
projects, assembling artists with a
view to short-term success (e.g., the
creation of boy bands).  These
projects are more ‘manufactured’,
and more consumer oriented than
‘organic’ processes, where the label
works with the artist to gradually
enhance and strengthen their
development. The focus of this
study is organic processes, given
that this approach to artist
development constitutes the bulk of
projects initiated by labels (Negus
1992, 1999).
Discussed in
Chapter 3, section
3.5.1, page 69.
Thought
World
Dougherty (1992) defines a
‘thought world’ as “a community of
persons engaged in a certain
domain of activity who have a
shared understanding about that
activity. Microbiologists, plumbers,
opera buffs, and organizational
departments all can be viewed as
thought worlds.” In this thesis a
thought world can be defined as the
orientations held by a manager, in
terms of their Product Orientation,
Consumer Orientation, and beliefs,
which arise by virtue of their
functional membership.
Discussed in
Chapter 2, section
2.3, page 28.
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Abbreviations,	Acronyms	and	Shortened	Forms
ARCM Associate of the Royal College of Music.
A&R Artists & Repertoire. The department within a recorded music
organisation that deals with artists and the creative
development of new work. (See ‘Artistic Management’ in the
Glossary).
Assoc. Dip. Associate Diploma.
B.A. Bachelor of Arts degree.
B.Bus. Bachelor of Business.
B.Com. Bachelor of Commerce.
B. Eng. Bachelor of Engineering.
Dip. Fin. Diploma Financial Management.
B.Sc. Bachelor of Science.
CEO Chief Executive Officer.
CO Consumer Orientation.
CRM Customer Relationship Management.
EMI Electric and Musical Industries Ltd, a British recorded music
company that was broken up and sold in 2012. The Universal
Music Group acquired the majority of the recorded music
assets and Sony Music acquired the publishing assets.
Grad. Dip. Graduate Diploma.
IFPI International Federation of the Phonographic Industry. An
advocacy body that represents the worldwide recorded music
industry.
Mark. Marketing.
M.A. Master of Arts.
M.B.A. Master of Business Administration.
M.F.A. Master of Fine Arts.
M.Sc. Master of Science.
MEIEA Music and Entertainment Industry Educators Association.
NFP/Non-profit An organisation possessing a Not-For-Profit legal structure.
NVivo QSR NUD*IST VIVO qualitative research software.
PO Product Orientation.
PR Public Relations.
R&D Research and Development.
RQ Research Question.
TVC Television Commercial.
UGC User Generated Content.
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Preface
This thesis presents a qualitative research study, and in the spirit of transparency, I
will disclose ‘my story’ in terms of my professional background and personal
motivations for conducting the research. This also helps to disclose my “position in
the field” (Pratt 2009: 859), which relates to my previous career working in music
marketing, and my previous professional involvement with many of the research
participants.
In choosing this research topic I first asked myself what were characteristics of music
marketing that, if not being unique to music marketing, were at least distinctive
enough to warrant special consideration. What aspects of this business context
require us to modify more generic marketing approaches? My own career has been
spent in music marketing, as an international Marketing Director for EMI Music and
Universal Music in London during the 1990s, and as a marketer of music concerts in
Australia as Director of Marketing and Development at Musica Viva Australia
(2002–2004). On a daily basis I witnessed tensions between an ‘artistic perspective’
and a ‘marketing perspective’. On a regular basis I witnessed tensions that arose
from executives who had worked at Unilever or Procter & Gamble employing
marketing practices which alienated the company’s artists. I witnessed tensions
between the convictions of artists and artistic personnel, and the preferences of
audiences and marketing personnel. As the Program Director of the Australian
Institute of Music’s Master of Arts Management program at Sydney Opera House for
five years, I also encountered many students working in arts and entertainment
marketing who shared similar experiences.
The fact that my professional career has been spent marketing music carries with it
both a considerable strength and a potential bias for this study. I am able to
empathise with and understand aspects of a music marketer’s beliefs, as a previous
practitioner. I have also been able to utilise my professional network to recruit some
high profile research participants. They are unlikely to have agreed to be involved
had they not developed a level of personal trust in the researcher. I have some degree
of artistic training, having completed a Bachelor of Music (Hons.) degree majoring
in music composition, during which time I studied with the late Australian composer
Peter Sculthorpe. This experience cultivated an appreciation of some artistic
concerns which would be considered ‘product oriented’, yet professionally it would
be expected that I would empathise most strongly with the experiences of the
marketing participants. The Method chapter (Chapter 4) outlines the extensive steps
that have been taken to remove potential biases arising from my own managerial
beliefs.
1Chapter	1:	Introduction
1.1 Introduction
This study examines managerial orientations and beliefs in large music organisations.
It explores the way beliefs underpin and influence strategic orientation. This chapter
summarises the background to the study and justifies the purpose and scope of the
research objectives. It outlines the research questions and the contribution to
knowledge sought from addressing these questions. It presents a summary of the
research method, the scope of the study, and the structure of the thesis.
1.2 Background to the Research
This study is of vital importance to the contemporary music industry because there is
evidence that a high degree of conflict has been experienced between the marketing
and artistic functions in large music organisations potentially influenced by strategic
orientation differences (Hesmondhalgh & Baker 2011; Fillis 2010b; Negus 1992,
1999; Ordanini, Rubera & Sala 2008; Southall 2009; Ruud 2000), yet little research
has been undertaken to fully understand the nature of this conflict. As marketing is
gaining ascendancy in large music organisations (Southall 2009; Hesmondhalgh &
Baker 2011; Bilton 2017; IFPI 2017), this conflict has the potential to increase.
Research on the influence that beliefs and strategic orientation play in this conflict
will enable a better understanding of this interfunctional relationship, with potential
relevance to creative industries that need to reconcile commercial and creative
imperatives. In terms of the theoretical contribution, this study examines how
managerial beliefs support or do not support strategic orientation, how managerial
2beliefs influence or underpin product and consumer orientations in an artistic
context, and examines distinctive differences between the commercial and non-profit
sectors, all of which are new research contributions.
This study uses a qualitative, interpretive approach to explore the research problem
of how managerial beliefs underpin and influence Product Orientation (PO) and
Consumer Orientation (CO) in large music organisations, and the organisational
implications that arise from these beliefs. To provide the background to the research,
strategic orientation is summarised first, including PO and CO, then managerial
beliefs and ‘thought worlds’, and finally the impact that PO and CO beliefs have on
the relationship between marketing and other functions.
1.2.1 Strategic Orientation and Product Orientation
Strategic orientations such as PO and CO have been seen to comprise managerial
thoughts, beliefs, principles and behaviours that direct the activities of a firm (Hakala
2011; Kohli & Jaworski 1990; Narver & Slater 1990). PO has been defined as
focussing on the creation of superior products on the basis that consumers prefer
products with superior quality and features (Berthon, Hulbert & Pitt 2004). PO has
been seen as a significant and core orientation which underpins other more recently
proposed orientations such as innovation and technology orientations (Berthon,
Hulbert & Pitt 2004; Grinstein 2008; Leng, Liu, Tan & Pang 2015; Voss & Voss
2000a). Within an artistic context, PO has been defined as a manager prioritising the
artists’ convictions, insights, internal desires and needs in the creative development
process (Holbrook & Day 1994). Numerous academic studies attest to the existence
of a PO within the arts and music sector (Butler 2000; Hirschman 1983; Holbrook &
Day 1994; Jacobson 1968; McDonald & Harrison 2002; Murnighan & Conlon 1991).
3Butler (2000:359) observes that “artists are the ultimate manifestation of that
absolute insult in the marketing schoolyard, namely the ‘product orientation’, but
their internal focus, that total commitment to their artistic endeavour, is what makes
them artists”. Managers in music and arts organisations need to work with artists, and
have been observed to exhibit a PO (Negus 1992; Voss & Voss 2000a).
1.2.2 Consumer Orientation
CO is introduced as another focus because it is a foundational concept within the
marketing literature (Drucker 1954; Levitt 1960). CO contributes significantly to a
firm’s market orientation and marketing strategy and has implications for its overall
performance (Mohiuddin Babu 2017). Other orientations such as market orientation,
marketing orientation and a service-dominant orientation possess CO as a core
conceptual component (Hakala 2011; Kohli & Jaworski 1990; Narver & Slater 1990;
Wilden & Gudergan 2017).
The definition of CO has broadened from ‘Reactive CO’, finding out what
consumers want and giving it to them (Levitt 1960), to ‘Proactive CO’, identifying
and satisfying latent, future, unarticulated needs (Samli, Palda & Barker 1987; Slater
& Narver 1998). More recently it has been observed that consumers co-create
products with producers (Rathore, Ilavarasan & Dwivedi 2016; Schneider 2016;
Vargo & Lusch 2004). In an artistic context, CO has been understood as a manager’s
commitment to integrating audience preferences into the creative development
process (Voss & Voss 2000a).
Ordanini et al. (2008) observe that artistic and marketing managers in commercial
music organisations exhibit differences in terms of CO. A number of marketing
academics focussing on the arts (Brown 2003; Butler 2000; Fillis 2006, 2010b) have
4pointed to problems pursuing CO in a normative fashion in an arts context, which has
been considered inappropriate (Hirschman 1983; Voss & Voss 2000a) and the
subject of much controversy (Gainer & Padanyi 2005; Holbrook & Day 1994;
Southall 2009). Despite apparent tensions between PO and CO, researchers
(Holbrook & Day 1994; Kubacki & Croft 2004) have neglected the manager’s
perspective in favour of the artist’s. Research remains to be undertaken which seeks
to understand the way PO and CO manifest in an artistic context (Fillis 2010b). This
study contributes to an understanding of these neglected areas.
1.2.3 Thought worlds and managerial beliefs
This study also makes a contribution to the ‘thought world’ research stream
(Beverland, Micheli & Farrelly 2016; Dougherty 1992; Homburg & Jensen 2007).  A
‘thought world’ is a distinctive perception and understanding of processes and
priorities shaped by functional membership (Dougherty 1992). Thought worlds have
been seen to comprise ‘dimensions’ such as beliefs (Frankwick, Ward, Hutt &
Reingen 1994) and strategic orientation (Homburg & Jensen 2007). Thought worlds
are seen to inhibit functional integration and co-ordination, which in turn, damages
performance and financial returns (Homburg & Jensen 2007). Thought worlds
highlight the way strategic orientation manifests in the lived experience of managers
working in organisations (Homburg & Jensen 2007). This lived experience includes
the beliefs managers form in relation to their work and the interactions they
experience with other functions. This study follows thought world research in
focussing on the beliefs and understanding which inform action, not the action itself.
Beliefs can be defined as the subjective likelihood that certain consequences will
result from actions, or that relationships exist between objects and attributes (Ajzen
52005). Beliefs lead to attitudes, behavioural intent and behaviour (Ajzen 2005), and
beliefs influence what a manager perceives, feels and thinks (Sorjonen 2011). There
have been calls by researchers for further work on managerial beliefs (Carnahan &
Greenwood 2018).
Beliefs have been seen to underpin managerial attitudes to strategic orientation (Bisp
1999; Deshpandé, Farley & Webster 1993; Simpson, Siguaw & Enz 2006). For
example, within an artistic context, PO has been seen to be related to beliefs such as:
the importance of following one’s own convictions (Holbrook & Day 1994); the
drive to lead artistic innovation and art form development (Voss & Voss 2000a); the
need to focus inwardly on one’s own ‘specifications’ (Macaulay & Dennis 2006); the
pursuit of quality (Camarero & Garrido 2008); and, ‘art for art’s sake’ (Fillis 2006,
2010b). CO has been seen to be related to beliefs such as: the need to respond to
audience preferences (Voss & Voss 2000a); appealing to an audience of peers
(Sorjonen 2011); and, co-creating and co-producing experiences with audiences
(Minkiewicz, Bridson & Evans 2016).
1.2.4 Interfunctional relations involving marketing
Differences between the strategic orientation of managers and the beliefs of
managers have resulted in interfunctional conflict (Shaw & Shaw 1998). Perceptions
and interpretations shaped by membership of functional groups (Dougherty 1992;
Griffin & Hauser 1996) can create problems for organisational integration (Lawrence
& Lorsch 1967a) and functional co-ordination (Ordanini, Rubera & Sala 2008). For
example, marketers can criticise engineers for seeing technological development as
an end in itself rather than a means of delivering consumer value (Shaw & Shaw
1998). Studies across many industries have observed CO clashing with PO among
6executives and departments (Beverland, Micheli & Farrelly 2016; Buckley 2015;
Dougherty 1992; Kohli & Jaworski 1990; Maltz & Kohli 2000; Powers, Sterling &
Wolter 1988; Shapiro 1977; Shaw & Shaw 1998).
Within commercial music organisations, interfunctional conflict has been identified
as occurring between the artistic and marketing departments (Hesmondhalgh &
Baker 2011; Negus 1992, 1999), partly attributable to PO and CO differences
(Ordanini, Rubera & Sala 2008). Within the non-profit context, the tension between
PO and CO has chiefly manifested in the arts marketing literature as a debate
between ‘art for art’s sake’ versus ‘art for business’ sake’ (Dennis & Macaulay 2010;
Gainer & Padanyi 2005; Holbrook 2005; Kubacki & Croft 2004). The degree to
which these beliefs are held by music managers is presently unexplored, and it is an
industry sector undergoing change, as the marketing function in cultural
organisations over recent decades has gained in power and influence (Bennett &
Kottasz 2001; Hesmondhalgh 2013). There is also evidence that non-profit arts
organisations have been moving slowly from a PO to a CO (Crealey 2003). This
study will examine this changing landscape and the beliefs held by managers which
have significance in terms of their strategic orientation, such as ‘art for art’s sake’
and ‘art for business’ sake’.
The creation of new work is of critical importance to music organisations and is a
core process for recording companies (Ordanini, Rubera & Sala 2008) and non-profit
organisations (Crealey 2003). A ‘music organisation’ is defined in this thesis as an
organisation which is primarily focused on the creation, production and/or delivery
of music (Hoegh-Guldberg & Letts 2005). Definitions and selection criteria are
covered in Chapter 4 (see section 4.5.3). There are three key managerial roles that
7drive the creative development and marketing of artists and music in music
organisations: the artistic leader, the marketing leader, and the CEO (Butler 2000;
Negus 1992; Ordanini, Rubera & Sala 2008). As discussed in Chapter 3 (see section
3.4.1), these roles are closest to the intersection of PO and CO, given the artistic
leader deals with the potential PO influence of artists (Hirschman 1983) and the
marketing leader is responsible for the relationship with the consumer (Crealey 2003;
Ordanini, Rubera & Sala 2008).
1.3 Research Questions
This thesis explores the following research questions:
RQ1: What managerial beliefs underpin product orientation (PO) and consumer
orientation (CO) in large music organisations?
RQ1a: How do managerial beliefs influence PO and CO in large music
organisations?
RQ1b: What are the implications of these managerial beliefs for large music
organisations?
1.4 Justifications for the Research
This study makes contributions to knowledge in the areas of literature, practice and
policy. The study advances four streams: strategic orientation; thought worlds;
interfunctional relations involving marketing; and, arts marketing.
This study focusses on an area which has not been explored in the literature, which is
how managerial beliefs underpin and influence strategic orientation. Research on PO
in a music context (Brown 2003; Holbrook 1998; Jacobson 1968; Kubacki & Croft
82005; Murnighan & Conlon 1991) is mainly focussed on artists, not managers who
supervise the commissioning and development of major new projects, providing little
illumination on managerial beliefs and orientations that underpin the development of
creative projects.
The thought world literature has examined departmental affiliations and rivalries in
non-creative organisations (Dougherty 1992; Homburg & Jensen 2007). This study
aims to advance the thought world literature by exploring the relationship between
beliefs and thought worlds among marketing and artistic managers in music
organisations. One study (Ordanini, Rubera & Sala 2008) suggested thought world
differences between artistic and marketing managers, but their research focus was
interfunctional knowledge integration. A more recent IT and marketing thought
world study (Buckley 2015) observed that thought world research has tended to
focus on manufacturing companies. The relative neglect of an artistic or creative
managerial context provides a rationale for this study and the context explored.
By examining the relationship between marketing and artistic managers, this study
extends research on marketing’s relationship with other functions in an organisation
(Massey & Kyriazis 2007; Ruekert & Walker 1987; Shaw & Shaw 1998). It is the
first study to focus on the interfunctional relationship between marketing managers
and artistic managers within an arts or music organisation, the two most critical
functions in the music creative development process (Ordanini, Rubera & Sala 2008;
Sorjonen 2011). While interfunctional conflict and cooperation within artistic
organisations has been reported between the marketing and artistic functions in
commercial organisations (Hesmondhalgh & Baker 2011; Negus 1992) and non-
profit organisations (Lord 2012; Ruud 2000), previous research has not explored
9potential differences in beliefs across the two sectors and functions that may
contribute to these tensions and relations. The potential for strategic orientation
differences between these functional managers has also received little research
attention. It is to be expected that the relationship between these two functions is
changing in both the non-profit and commercial sector due to the growing
importance of marketing (Hesmondhalgh & Baker 2011).
Whilst studies have indirectly examined strategic orientation in music organisations
(Ordanini, Rubera & Sala 2008; Sorjonen 2011), in no other study has the sample
been structured to differentiate between functional specialisation, which creates the
opportunity for a picture to emerge of orientation differences and beliefs between
artistic and marketing managers. This thesis builds on the work of Voss and Voss
(2000) who focused on PO and CO in non-profit theatre, and recommended that
future researchers split the sample by functional specialisation.
This study also seeks to makes a contribution by researching differences between the
commercial and non-profit sectors, since previous studies which have touched on
managerial strategic orientation in music organisations have been either commercial
(Ordanini, Rubera & Sala 2008) or non-profit (Sorjonen 2011). This study sampled
equally across commercial and non-profit contexts so the two could be compared and
contrasted. The international scope of this thesis and the depth and experience of the
sample is also rare (see Chapter 4, section 4.5).
The study also advances the arts marketing literature, answering a call (Fillis 2006,
2010b) to shine greater light on PO within arts marketing practice, which can be
eclipsed by CO in marketing research (Fillis 2006, 2010b). This study seeks to
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provide an in-depth analysis of how PO and CO can manifest in artistic
organisations.
1.5 Research Method
This section provides a high level overview of the research method discussed in
greater detail in Chapter 4. A qualitative research approach was considered
appropriate to answer the research questions posited in this thesis because they are
exploratory, looking at what and how managerial beliefs underpin and influence PO
and CO (Creswell 2013; Denzin & Lincoln 2011a). An interpretive paradigm is
appropriate for a thesis focussed on beliefs and ‘thought worlds’ of artistic managers,
marketing managers and CEOs, because the research examines the lived experience
of managers in large music organisations, including how they make sense of their
reality, how and what they believe, how they construct meaning, and how they
interpret the events they experience (Creswell 2013; Yin 2016). More information on
the interpretive paradigm informing the conduct of the research is provided in
Chapter 4 (see section 4.2).
Significant emphasis is placed on contextualising the study and the experience of the
participants (Creswell 2013). For example, Chapter 3 provides the industry,
organisational and managerial context, and Chapters 5 and 6 separate the commercial
and non-profit findings to ensure they are sensitive to managerial context.
The unit of analysis refers to the level of aggregation of the data, and the unit of
analysis in this research is the individual manager. A focus on individual people as
individual cases has been a strong tradition in case study research, with the
individual consequently understood as the unit of analysis (Yin 2014, 2016). It is a
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manager who has beliefs (Coltman, Devinney & Midgley 2008; Frankwick et al.
1994) and it is the manager who is being interviewed. It is a manager who will have
an understanding, an interpretation, an orientation, goals, and ultimately embody,
enact and bring to life a belief, influenced by their functional and occupational
culture (Dearborn & Simon 1958). Studies in other creative industries which
examined orientation differences between marketers and other functional specialists
such as designers, chose the manager as the unit of analysis, not the department
(Michlewski 2008). The approach taken in this study is consistent with researchers
(Michlewski 2008) examining managerial beliefs and orientations in the creative
industries. The unit of analysis in this study is further discussed in Chapter 4 (see
section 4.3.2).
Qualitative data were captured through in-depth individual interviewing, allowing
the researcher to explore managerial beliefs and perceptions that would be too subtle
or complex for quantitative questionnaires (Denzin & Lincoln 2011a). Purposeful
sampling was adopted to select senior artistic managers, marketing managers and
CEOs. This study includes both commercial/for-profit, and non-profit music
organisations. Commercial managers were drawn from strategic business units
(labels) in major record companies, as these companies have been cited in the
academic literature as supreme examples of a commercial focus (Kubacki & Croft
2004). Non-profit managers have been drawn from a variety of large non-profit
music organisations, encompassing opera, musical theatre, orchestral management
and concert presentation. The managerial sample of 24 participants were highly
experienced and are summarised in Chapter 4 (see section 4.5.4).
This research was conducted in three geographical territories, with one third of
interviews conducted in Australia, one third in the United Kingdom (UK) and one
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third in the United States of America (USA). These three highly developed music
markets are highly inter-related and interdependent given their common language,
similar audience tastes, and strong exchange of products (Garofalo 1999; Lebrecht
2005; Simpson & Munro 2012). It should be emphasised though that this is not a
cross-cultural study. The study does not seek to select participant groups in each
geographical area that represent a nation, and then compare and contrast and relate
the findings to cultural factors. Rather, the study seeks to capture diverse insight
from members of an increasingly globalised industry (IFPI 2016a). Chapter 4,
section 4.5.2, provides a justification of the geographical scope.
1.6 Limitations and Delimitations
A summary of the limitations and delimitations are provided in Chapter 8, section
8.3. Limitations of the study which arise from the choice of research method and
paradigm are described in Chapter 4.
1.7 Structure of the Thesis
Chapter 1 provides an overview of the research, summarising the contributions and
scope of the thesis. Chapter 2 reviews the relevant literature on strategic orientation,
managerial ‘thought worlds’, managerial beliefs, and the way strategic orientation
differences have impacted on the relationship between marketing and other
functions. Chapter 3 analyses the music industry – the organisational and managerial
context in which the research will be conducted. The chapter culminates in the
development of a conceptual framework. Chapter 4 summarises and justifies the
research method. Chapter 5 presents the PO research findings, whilst Chapter 6
presents the CO and interfunctional findings. Chapter 7 discusses the findings in
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relation to the literature (presented in Chapter 2) and music-specific research
(Chapter 3). Chapter 8 presents a summary of the main findings, summarises the
contributions and limitations of the thesis, and suggests directions for future research.
1.8 Summary
This chapter introduced the research problem and questions. The research was
justified, the research method briefly described, and the thesis structure and
limitations outlined. On these foundations, the thesis can proceed with a review of
the literature and detailed description of the research (Perry 1998).
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Chapter	2:	Literature	Review
2.1 Introduction
Chapter 2 reviews the literature on which this study is based, establishes the
conceptual foundations of the study, and identifies the potential contributions to
knowledge. Three domains are reviewed in this chapter which provide the overall
chapter structure: (i) the relevant literature on strategic orientation, including Product
Orientation (PO) and Consumer Orientation (CO); (ii) the relevant literature on
managerial ‘thought worlds’ and managerial beliefs; and (iii) the literature on the
impact that PO and CO beliefs have on the relationship between marketing and other
functions.
Chapter 3, which forms part of the literature review, focuses on the music industry
context. It examines the music industry, music organisations, and key managerial
roles in the developing and marketing of music. This chapter also reviews research
on beliefs and strategic orientation in music organisations, and the way that beliefs
identified in this chapter manifest in a music context.
2.2 The Strategic Orientation of Organisations and Managers
Strategic orientation has been seen to comprise managerial thoughts, beliefs,
principles and behaviours that direct the activities of a firm (Hakala 2011; Kohli &
Jaworski 1990; Narver & Slater 1990). A considerable number of strategic
orientations have been proposed with the purpose of positively influencing firm
performance and competitive advantage, including: market orientation (Kohli &
Jaworski 1990; Narver & Slater 1990); marketing orientation (Hakala 2011; Miles &
Arnold 1991); consumer or customer orientation (CO) (Berthon, Hulbert & Pitt
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2004; Mohiuddin Babu 2017); service-dominant orientation (Wilden & Gudergan
2017); technology orientation (Grinstein 2008); innovation orientation (Grinstein
2008; Manu 1992; Simpson, Siguaw & Enz 2006); entrepreneurial orientation
(Chavez, Yu, Jacobs & Feng 2017; Grinstein 2008; Lumpkin & Dess 1996; Pehrsson
2016); learning orientation (Grinstein 2008; Hakala 2011); product orientation (PO)
(Berthon, Hulbert & Pitt 2004; Camarero & Garrido 2008; Voss & Voss 2000a);
product quality orientation (Lin & Germain 2003); production orientation (Hakala
2011); employee orientation (Grinstein 2008); competitor orientation (Hakala 2011;
Narver & Slater 1990); sustainability orientation (DiVito & Bohnsack 2017); and,
digital orientation (Quinton, Canhoto, Molinillo, Pera & Budhathoki 2017).
Of the many orientations available, PO and CO are the most appropriate for this
study for a number of reasons. PO has been seen as significant and a core orientation
which underpins other more recently proposed orientations such as innovation and
technology orientations (Berthon, Hulbert & Pitt 2004; Grinstein 2008; Leng et al.
2015; Voss & Voss 2000a). This relationship is because technical managers have
been seen to be more focussed on products than markets (Ridge, Johnson, Hill &
Bolton 2017; Shaw & Shaw 1998). Managers in creative industries such as music
need to satisfy the needs of consumers, but also artists who have been observed to be
influenced by PO (Butler 2000; Hirschman 1983), (artistic PO in a music context is
covered further in Chapter 3, section 3.5.1).
With regard to CO, it is a foundational concept within the marketing discipline
(Drucker 1954; Levitt 1960). CO contributes significantly to a firm’s market
orientation and marketing strategy and has implications for its overall performance
(Mohiuddin Babu 2017). Other orientations such as market orientation, marketing
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orientation and a service-dominant orientation possess CO as a core conceptual
component (Hakala 2011; Kohli & Jaworski 1990; Narver & Slater 1990; Wilden &
Gudergan 2017).
How PO and CO co-exist within organisations was examined by Voss and Voss
(2000) in their much cited study of the application of strategic orientations to artistic
activity and its implications for organisational performance. Of central interest to this
study is how managerial beliefs underpin and influence the two strategic orientations,
PO and CO, which in turn can influence the behaviour of managers (Ajzen 2005).
PO and CO beliefs are discussed more specifically in section 2.4.
Orientations such as market orientation have been viewed by researchers (Kohli &
Jaworski 1990; Narver & Slater 1990) as both a business philosophy that is
comprised of beliefs and concepts, and a set of organisational behaviours. For
example, a market oriented belief could be that creating customer value leads to
profitability, and a market oriented behaviour could be the generation, dissemination
and reaction to market intelligence. This study focusses on managerial beliefs.
Of relevance to the study of managerial beliefs, thought world research (discussed in
section 2.3) examines how beliefs influence perception and cognition (Fleck 1935,
1979). Beliefs can be moulded by membership of organisational functions (such as
‘marketing’ and ‘sales’) (Dougherty 1992). Beliefs contribute to thought worlds but
are not synonymous with them (Fleck 1935, 1979), however ‘perspective’ and
‘thought world’ are similar and are used interchangeably in this study.  Following
this general overview of strategic orientations, both PO and CO will now be
examined in greater detail.
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2.2.1 Product Orientation
Product Orientation (PO) has been defined as “inventing and refining superior
products, services and communications” on the basis that “customers will prefer
those products and services that provide the greatest quality, performance and
features” (Berthon, Hulbert & Pitt 2004: 1065). It has been stereotyped as a
problematic orientation because it may encourage companies to create products that
no one wants (Bigi, Treen & Bal 2016). Table 2.1 summarises definitions of PO
which represent different perspectives and emphases which will be discussed in this
section. More recent research (Bigi, Treen & Bal 2016; Hakala 2011; Sorjonen 2011)
has not sought to develop or further re-define PO as an orientation. Rather, it has
incorporated PO as a strand within broader innovation studies, with which it has been
aligned for many years (Berthon, Hulbert & Pitt 2004). Different definitional
perspectives of PO will now be reviewed.
2.2.1.1 Quality
Managers who focus on the quality of products as an end in itself are pursuing PO
(Garvin 1984). Technical specialists such as engineers and research scientists
working in industrial manufacturing processes have been observed to define product
quality not in terms of consumer judgements, but purely in technical terms with
reference to: properties inherent within the product itself; the presence of prized
attributes (such as expensive ingredients); or, conformity or a lack of conformity to
technical specifications and requirements (Berthon, Hulbert & Pitt 2004; Garvin
1984; Reeves & Bednar 1994; Shaw & Shaw 1998). Technical managers may even
pursue product oriented quality at the expense of the consumer, so that many
engineers want “to develop the perfect product regardless of whether it is what the
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Table 2.1: Selected definitions of Product Orientation in the management and
marketing literature
Author/
Date
Method Industry context Definition
Levitt (1960:
11)
Conceptual
Paper
Diverse industries
(e.g., railroads,
electricity,
Hollywood, cars etc.).
“making things rather than
satisfying customer
needs”.
Garvin
(1984: 27)
Conceptual
Paper
Diverse industries in
consumer goods
manufacturing (e.g.,
ice cream, cars, air
conditioning).
Product based definition of
quality based on
ingredients or attributes,
and quality viewed “as an
inherent characteristic of
goods, rather than as
something ascribed to
them”.
Krill (1998:
185)
Literature
Review
Diverse industries
(e.g., chemical,
nuclear etc.).
Managers involved in
innovation can become
“emotionally attached” to
their projects.
Berthon,
Hulbert &
Pitt (2004:
1065)
Empirical
study
Senior managers
working in
commercial
organisations.
Product orientation is
“inventing and refining
superior products, services
and communications” on
the basis that “customers
will prefer those products
and services that provide
the greatest quality,
performance and features”.
Beverland
(2005a:1003)
Empirical
study
Twenty six
international luxury
wine firms.
Authenticity in luxury
wine production can
involve a PO commitment
to “hand crafted
techniques” and
“relationship to place”.
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Author/
Date
Method Industry context Definition
Homburg &
Jensen (2007)
Empirical
study
Seven industry
sectors: financial,
chemical, machinery,
utilities, electronics,
consumer goods, and
automotive.
The extent to which the
activities of marketing
(sales) are guided by
product-related rather than
consumer-related
strategies, plans and
performance evaluations.
Bigi, Treen &
Bal
(2016:366)
Conceptual
paper
Politics “focusing on the offering
itself and only then trying
to find a market for it”.
customer wants” (Shaw & Shaw 1998: 284). Engineers can pursue innovation,
functionality, features or a quality standard that are not appreciated or valued by
consumers. Designers can pursue quality so obsessively that the price becomes
prohibitive, making it unmarketable (Beverland & Farrelly 2007). This PO
perspective then contrasts with a consumer-centric definition of quality that “the
customer is the ultimate judge of quality” (Kordupleski, Rust & Zahorik 1993: 93).
It is clear then that PO and CO perspectives on quality differ and can come into
conflict.
The marketing and management literatures (Kordupleski, Rust & Zahorik 1993;
Lancaster 1995; Levitt 1960) warn of the dangers of quality definitions that do not
integrate a consumer perspective. For Levitt (1960:11) it can then lead to the mistake
of believing that the organisation is “making things rather than satisfying customer
needs”.
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2.2.1.2 Emotional Attachment
Another way that managers have been seen to demonstrate PO is when they exhibit
emotional attachment to the products they manage (Schmidt & Calantone 2002). In a
variety of industries, managers have been seen to persist with a project beyond the
point that would be rationally defensible, because they “can become emotionally
attached to their investments” (Krill 1998: 185). Designers can be criticised by
marketers for fixating on their own subjective desires in relation to the product rather
than market requirements (Beverland, Micheli & Farrelly 2016). Fixating on the
product rather than the consumer and becoming emotionally attached to the product
can be seen as PO. Little research has been undertaken in a music organisation
context on the degree to which managers may become emotionally attached to their
products, which will be explored in this study.
2.2.1.3 Authenticity
Product authenticity is a highly sought after property in contemporary marketing
practice (Beverland 2005a; Lu, Chi & Liu 2015) and has the potential to influence
PO (Beverland 2005a). Authentic products are perceived by consumers as “real and
honest rather than artificial and superficial” (Eggers, O’Dwyer, Kraus, Vallaster &
Guldenberg 2013:341). Authenticity can be seen as holding true to an inner position
held by the company rather than pandering to consumer trends (Eggers et al. 2013).
The quest for consumer perceptions of authenticity has seen a focus on artisan
product qualities, downplaying marketing and commercial motives (Beverland
2005a). For example, in the luxury wine industry, Beverland (2005a:1003) found that
authenticity required a “sincere story” that promoted “hand crafted techniques,
uniqueness, relationship to place” and disavowal of “commercial motives, rational
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production methods and the use of modern marketing techniques”. Given the
potential relevance of this finding to authenticity in a music context (covered in
section 3.5.8), authenticity should be considered a potential influence on PO.
2.2.1.4 Other perspectives on PO
Homburg and Jensen (2007) define PO as marketing and sales functions being
guided by product-related rather than consumer-related strategies, plans and
performance evaluations. By way of example, a sales manager may advocate to
retain an unprofitable product line because it serves as an anchor for an important
customer relationship. This act can be seen as CO, because it prioritises the customer
relationship and is being driven by the perspective of a key customer. However, a
marketing manager supervising the overall product portfolio may advocate to
eliminate the product, strengthening overall profitability but at a cost to a key client.
As a consequence of these different priorities, marketing managers can be seen to be
more PO than sales managers and sales managers more CO than marketing
managers, due to the closer relationships formed between sales managers and
customers. The degree to which marketing managers in an arts context can be seen as
PO or CO driven has received little research attention and this issue will be explored
in this study.
PO has been controversial, as it has been seen as both a positive and negative (Bigi,
Treen & Bal 2016; Fillis 2006). It has been proposed as a flawed and dangerous
perspective because it can lead managers to create products for which there is no
market (Levitt 1960). PO has even been termed “that absolute insult in the marketing
schoolyard” (Butler 2000:359). Yet, there are companies who have historically
moved away from CO towards PO, because management felt that consumers did not
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know what they wanted and provided inaccurate predictions of the way they would
use new products (Beverland & Farrelly 2007; Workman 1993). For example, after
extensive research on the Mk4 Escort, which subsequently failed in the marketplace,
Ford Europe committed to become more PO than CO (Bigi, Treen & Bal 2016). In
1989, Prada attempted to develop a seasonal line using market research; it backfired,
and was viewed as bland and self-consciously commercial (Beverland 2005b). In
terms of commercial design, Apple, a dominant player in both the technology and
music industries, has been highly design-led, trying to drive forward product design
in a way that consumers may initially have problems envisioning because they “seek
to lead customers” (Beverland & Farrelly 2007: 12). This fallibility of consumer
prediction has led to arguments that consumers should be ignored when developing
major, potentially disruptive innovations and the focus should be placed on the
product and technology (Berthon, Hulbert & Pitt 2004). Companies may incorporate
consumer feedback into later stages of the product development process, but ignore it
at the concept generation stage (Crealey 2003). This same controversy has been seen
in an artistic context (Gainer & Padanyi 2005; Holbrook & Day 1994; Southall
2009), which is discussed further in Chapter 3 (see section 3.5).
The section on managerial beliefs (section 2.4) extrapolates and summarises from the
literature reviewed in this section potential PO managerial beliefs. These beliefs have
received little research attention and warrant further exploration to more fully
understand how they influence and underpin PO, which is a focus of this study. Now
that the literature on PO has been reviewed, the literature on CO will be examined
next.
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2.2.2 Consumer Orientation
In contrast to PO, Consumer Orientation (CO) places managerial focus on the
consumer and his or her needs (Levitt 1960). Table 2.2 summarises frequently cited
CO definitions that will be discussed in this section. They all propose the consumer
as the focal point of the organisation. All contain implicit beliefs which guide
managerial action, and will be discussed further in section 2.4. As with PO, different
perspectives of CO will be reviewed sequentially.
Drucker’s (1954) work on CO is considered foundational and his 1954 Practice of
Management has been described as “the departure point of our [marketing]
discipline” (Brown 2005: 485). For Drucker (1954: 37), “the customer is the
foundation”. Berthon, Hulbert and Pitt (2004) argue that while the early marketing
literature saw CO as responding to consumer needs, Drucker (1954) refers to
“creating customers” as well as serving them, and the injunction to proactively
innovate is also present in his work.
2.2.2.1 Reactive CO
Levitt’s (1960) Marketing Myopia is one of the  founding documents of consumer-
centricity. The paper has been described in the literature as pioneering and famous
(Bennett & Cooper 1979) and “perhaps the single most influential article in the entire
marketing literature” (Brown 2005: 473). The article “introduced and espoused the
concept of marketing orientation” (Blankson, Motwani & Levenburg 2006: 572) as
well as the idea that “value is determined in the marketplace” (Vargo & Lusch 2004:
3). Consumer-centricity lies at the heart of Levitt’s (1960) work (Brown 2005), and
Marketing Myopia provides a conceptualisation of CO.  Levitt (1960) argues that the
entire product development process should be grounded in insights into consumer
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Table 2.2: Selected definitions of Consumer Orientation
Author /
Date
Method Industry
context
Definition
Drucker
(1954: 37)
Viewpoint
and broad
survey.
Diverse (e.g.,
businesses such
as retail, cars
and computers).
“There is only one valid definition
of business purpose: to create a
customer.” ... “The customer is the
foundation of a business and keeps
it in existence”.
Levitt
(1960: 55)
Conceptual
paper
Diverse (e.g.,
railroads,
electricity,
Hollywood, cars
etc.)
“The view that an industry is a
customer-satisfying process, not a
goods-producing process, is vital
for all businessmen to understand.
An industry begins with the
customer and his needs, not with a
patent, a raw material, or a selling
skill”.
Narver &
Slater
(1990: 21)
Empirical
study
The forest
products
division of a
major
corporation.
“A customer orientation requires
that a seller understand a buyer’s
entire value chain, not only as it is
today but also as it will evolve over
time subject to internal and market
dynamics”.
Deshpandé
et al. (1993:
27)
Empirical
study
A diverse range
of businesses.
“the set of beliefs that puts the
customer’s interest first, while not
excluding those of all other
stakeholders such as owners,
managers, and employees, in order
to develop a long-term profitable
enterprise”.
Narver,
Slater &
MacLachlan
(2004: 335)
Conceptual
paper and
literature
review
Diverse (e.g.,
retail banking,
electrical).
Proactive CO is “where a business
attempts to discover, to understand,
and to satisfy the latent needs of
customers”.
Vargo &
Lusch
(2004)
Conceptual
paper
Diverse (e.g.,
transport,
education,
appliances etc.).
A service-centred view which is
inherently CO and open to
consumer co-production and co-
creation.
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Author / Date Method Industry
context
Definition
Homburg &
Jensen (2007)
Empirical
study
Diverse
industry
sectors.
The extent to which the activities
of marketing (sales) are guided
by customer-related rather than
product-related strategies, plans
and performance evaluations.
Thoumrungroje
& Racela
(2013:144)
Empirical
study
Diverse “the set of behaviors and beliefs
that places a priority on
customers’ interests
and continuously creates
superior customer value”
(following Deshpandé et al
1993).
Bigi, Treen &
Bal (2016:366)
Conceptual
paper
Politics “finding out what customers
wanted, and then finding a way
to give it to them”.
needs and the value goods create for consumers. Focusing at this deeper level is far
safer than fixating on superficial ‘products’ which are merely transient attempts at
satisfying these needs. Reduced to its most simple proposition, this definition of CO
means that marketers should find out what consumers want and give it to them, a
definition that still appears in contemporary research (Bigi, Treen & Bal 2016). The
influence of Levitt’s (1960) conceptual paper also contributed to the disparagement
with which ‘product focus’ and ‘product led’ approaches came to be viewed by some
marketers (Butler 2000).
2.2.2.2 Proactive CO
Bennett and Cooper (1981:60) take issue with Levitt’s (1960) Marketing Myopia,
arguing that the strategic notions represent “an appealing but simplistic and one-
sided solution”. They argue that following the same consumer driven logic advocated
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by Levitt (1960), railroads could have expanded their transportation services remit
into car rentals, taxi fleets and automobiles, all of which would be questionable
strategic directions for railroads, given that  they do not build on internal strengths
and competencies.
The limitations of Levitt’s (1960) reactive approach in Marketing Myopia became
more evident over time and by the 1990s, Narver and Slater (1990: 21) were
claiming that “a customer orientation requires that a seller understands a buyer’s
entire value chain, not only as it is today but also as it will evolve over time, subject
to internal and market dynamics”. This broadening away from consumer reactivity
was also proposed by Kohli and Jaworski (1990) who argued that CO needs more
than verbalised opinions from consumers on their needs and preferences. CO should
include broader market intelligence on competitive and regulatory forces that may
shape consumer needs and preferences. CO must also anticipate changes and look to
future preferences as well as current preferences. The definition of CO within the
marketing literature has thus historically broadened from identifying what consumers
want and providing it to them (Levitt 1960) (‘Reactive CO’ or ‘Responsive CO’) to
‘Proactive CO’; that is, proactively anticipating future needs (Samli, Palda & Barker
1987; Slater & Narver 1998). Proactive CO uses market intelligence in an attempt to
identify and satisfy latent, future, unarticulated needs (Narver, Slater & MacLachlan
2004). The expressions ‘responsive’ and ‘proactive’ were introduced by Narver,
Slater and MacLachlan (2004). It should be observed that advocates of Proactive CO
(Slater & Narver 1998) have been criticised for failing to provide sufficient clarity on
how marketers should identify and satisfy unarticulated and latent needs (Berthon,
Hulbert & Pitt 2004).
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Research work on CO in the 1990s (Kohli & Jaworski 1990; Narver & Slater 1990)
treated CO as a vital sub-component of market orientation. The latter is a more
complex construct, involving competitor orientation, interfunctional co-ordination,
and the pursuit of profitability (Kohli & Jaworski 1990; Narver & Slater 1990).
There is no question however that CO is one of the “pillars” of market orientation
(Kohli & Jaworski 1990: 3).
2.2.2.3 Co-creation
Within the marketing literature, Vargo and Lusch (2004) drew together disparate
literature streams such as services marketing, relationship marketing, market
orientation and value and supply chain management, arguing that there had been an
overall paradigm shift in marketing. Within their ‘service-dominant logic’,
everything can be seen as a service as products only possess consumer value in so far
as they perform services. Furthermore, consumers should be viewed as playing an
active rather than a passive role, ‘co-creating’ the value that is derived from
experiences and in some cases playing an active role in the production of goods.
An important contemporary development in CO is the increasing power being
granted to consumers to allow them to ‘co-create’ and customise their own products
and experiences (France, Merrilees & Miller 2015; Ramaswamy & Ozcan 2014;
Ramaswamya & Ozcanb 2016; Shirky 2008). ‘Co-creation’ is managerially “an
orientation to the co-creative capabilities of customers” (Boorsma 2006: 87),
recognising and working with these capabilities.
In this thesis, co-creation is a managerial belief that audience members have a role to
play in the development, production, marketing or distribution of products (Hartley
et al. 2013). Consumers have historically played a role in the delivery of service
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products from filling cars at petrol stations to performing transactions previously
undertaken by bank tellers. Audiences increasingly create and share content online,
leading to the rise of platforms such as YouTube and Wikipedia, where user
generated content has driven the economic value of these platforms (Hartley et al.
2013). Co-creation in a music context is discussed in section 3.5.12, and co-creation
research has been conducted in related fields, for example, fans can be seen to co-
create sporting experiences (Bamford, Hannibal, Kauppi & Dehe 2018), and design
work can be co-created between consumers and stakeholders (Beverland, Gemser &
Karpen 2017).
As with PO, more recent work on CO has not focused on challenging or advancing
the original definitional work, but rather incorporating it as a component in other
studies, such as examining innovation and firm performance (Reid & Brady 2012).
That said, co-creation continues to be highly influential, in terms of the growing
influence of the ‘share economy’ (Chathoth, Altinay, Harrington, Okumus & Chan
2013; Jaakkola & Alexander 2014; Ramaswamy & Ozcan 2014; Ramaswamya &
Ozcanb 2016; Shirky 2008) and has been extended into its own strategic orientation,
the service-dominant orientation (Wilden & Gudergan 2017). Given the significance
of the co-creation research stream it should be acknowledged and included in the
study as a contemporary perspective on CO. This study aims to include and examine
multiple perspectives on PO and CO, as outlined in this Literature Review, and co-
creation is one such perspective.
2.3 Thought Worlds
Of relevance to a study of managerial orientations, beliefs, understandings and
interfunctional relations is the domain of ‘thought worlds’. Managers within different
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functions, such as marketing managers, can be seen to develop their own ‘thought
world’ which is a distinctive perception and understanding of processes and priorities
shaped by functional membership (Dougherty 1992). Thought world research
(Beverland, Micheli & Farrelly 2016; Dougherty 1992; Homburg & Jensen 2007)
has examined the influence of functional specialisation on managerial beliefs and
orientations. Managers are influenced by their professional backgrounds and
functional environment (e.g., membership of the IT or marketing function), which
provides a system of meaning through which managers interpret issues (Dougherty
1992). A strategic orientation and its underpinning beliefs can contribute to the
creation of a thought world (Homburg & Jensen 2007). This study follows thought
world research by focussing on the beliefs and understanding which inform action,
not the action itself.
Table 2.3 summarises thought world definitions and includes their research context.
The implications of thought world research for this study are that it shows the
legitimacy and importance of studying managerial beliefs and perspectives to better
understand strategic orientation. From a managerial perspective, PO and CO can be
inculcated, cultivated, and reinforced through thought worlds. As the strategic
orientations of PO and CO and beliefs have all been defined as a thought world
dimension (Frankwick et al. 1994; Hansen 1995; Homburg & Jensen 2007), the
thought world literature provides a link between a broader understanding of strategic
orientation and the way it manifests in the lived experience and beliefs of
organisational managers. Managerial beliefs will be further discussed in section 2.4.
An early seminal contribution to the thought world literature was made by Ludwik
Fleck’s 1935 case study on the historical conceptualisation of syphilis (1935, 1979).
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Table 2.3: Selected definitions of ‘thought worlds’ and the research context
Author /
Date
Method Industry context Definition
Fleck
(1935) (first
published)
Case study The field of
medicine,
scientific
discovery and
innovation
The way in which perception
and cognition are influenced by
what is already believed, and
are socially conditioned.
Fleck’s term ‘Denkkollektive’
was translated by Douglas
(1986: 16) as ‘thought world’.
Dearborn &
Simon
(1958)
Empirical study Industrial
manufacturing
(metal related)
The way in which departmental
identification gives rise to
selective perception. Complex
events are interpreted more
simply in terms of pre-existing
priorities.
Lawrence &
Lorsch
(1967a: 5)
Empirical study Chemical
processing
industry
“The pattern of cognitive and
normative orientations held by
the members of each
subsystem”.
Dougherty
(1992: 182)
Empirical study Product
innovation in
computer/
communications
and chemical
materials
industries
“A thought world is a
community of persons engaged
in a certain domain of activity
who have a shared
understanding about that
activity. Microbiologists,
plumbers, opera buffs, and
organizational departments all
can be viewed as thought
worlds”.
Frankwick,
Ward, Hutt
& Reingen
(1994: 97)
Empirical study Communications
industry
“Subcultures exist in an
organization when one subunit
shares different values,
meanings, beliefs, and goals
than another subunit, resulting
in different thought worlds”.
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Author /
Date
Method Industry
context
Definition
Buckley
(2015:289)
Empirical study Marketing and
IT managers in
service
companies
“interpretive barriers
result in the partitioning of
information and meanings,
which ‘produces a qualitatively
different understanding of
product innovation’”
(following Dougherty, 1992:
195).
Beverland,
Micheli &
Farrelly
(2016:630)
Empirical study Designers and
marketers
“communities ‘of persons
engaged in a certain domain of
activity who have a shared
understanding about that
activity’” (following
Dougherty, 1992: 182).
He demonstrated how perception and cognition are socially conditioned and
influenced by what is already believed. In Fleck’s (1935, 1979) work, the individual
is rarely conscious of the way their thoughts have been influenced and conditioned
by a broader social consensus on what constitutes ‘reality’. So, a religiously inspired
society may see syphilis as a punishment for fornication, whereas a society
influenced by astrology may see it as a disease caused by the influence of the stars
(Fleck 1935, 1979: 41). In his work, an individual can belong to several thought
worlds or collectives at one time (Fleck 1935, 1979: 45). His work came to the
attention of organisational behaviour and innovation scholars through the work of
Douglas (1986) and Dougherty (1992). Fleck’s (1935, 1979) term ‘Denkkollektive’
was originally translated as ‘thought collective’, but Douglas (1986) proposed
‘thought world’ as a  contemporary re-translation. This explains the introduction of
‘thought worlds’ in organisational research as a means of exploring the perspectives
of different functional managers.
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Another study which has been highly influential on organisational thought world
research is the work of Lawrence and Lorsch (1967a). They explored the inherent
antagonism in organisations between the drive to specialise and the drive to integrate.
Their context was the chemical processing industry and their work introduced the
concept of departmental orientations to the organisational behaviour and innovation
literatures. They argued that sub-systems (departments) will be influenced by the
environment within which they work, and develop characteristics in response to that
environment. Departments will develop different specialisations and orientations, yet
an organisation needs to integrate and unite departments to achieve organisational
outcomes.
In product innovation research, Dougherty (1992) built on the work of Fleck (1935,
1979) and Lawrence and Lorsch (1967a), and looked at how interpretative
differences between departments in large organisations could inhibit innovation. She
defined thought worlds as “a community of persons engaged in a certain domain of
activity who have a shared understanding about that activity. Microbiologists,
plumbers, opera buffs and organisational departments all can be viewed as thought
worlds” (1992: 182). Following Dougherty (1992), this phenomenon has also been
described as ‘subunit subcultures’ (Frankwick et al. 1994) and ‘communities of
practice’ (Kwantes & Boglarsky 2004; Wenger 1998). More recent thought world
research (Beverland, Micheli & Farrelly 2016; Buckley 2015) is based on
Dougherty’s (1992) definition.
Thought worlds are seen to inhibit functional integration and co-ordination, which in
turn, damages performance and financial returns. For example, Homburg and Jensen
(2007) found strategic orientation differences, including PO and CO differences
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between the marketing and sales functions (previously referred to in section 2.2.1).
They found these differences negatively impacted the quality of co-operation
between the two functions, and the market performance of the business unit. They
also argued and empirically demonstrated that positive outcomes could also flow
from a degree of interfunctional conflict, and that organisational performance was
enhanced if one function served as the consumer’s advocate and the other as the
product’s advocate.
As a general summary of the literature, a thought world denotes far more than
specialised knowledge, it includes a distinctive perception and shared understanding
of the overall process. A concern with the social construction of meaning has been
another unifying aspect among thought world researchers (Barley 1983). The
construction of meaning particularly interested Fleck (1935, 1979) and has parallels
with Becker’s (1982, 2008) work on ‘art worlds’ and the sociology of art (though
Becker’s work is more focussed on the creation of meaning at a system level than
organisational perspectives). A thought world influences a manager’s thoughts in
ways that they may not appreciate. Managerial beliefs will be reinforced through a
socialisation process that has potentially involved education, training and functional
membership.
Thought world research has largely focussed on large manufacturing firms (Buckley
2015), however more recent research has looked at other research contexts such as IT
in service companies (Buckley 2015) and commercial design (Beverland, Micheli &
Farrelly 2016). This study seeks to extend research beyond manufacturing into a new
context: artistic organisations.
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2.3.1 Thought World Dimensions
Thought world researchers (Dougherty 1992; Homburg & Jensen 2007) have sought
to define and explore the specific characteristics which unite one function and
separate them from other functions. These characteristics have also been termed
‘orientations’ (Lawrence & Lorsch 1967a) and ‘dimensions’(Griffin & Hauser 1996;
Homburg & Jensen 2007). The three key components of this study have each been
defined as thought world dimensions: PO (Homburg & Jensen 2007); CO (Homburg
& Jensen 2007); and managerial beliefs (Frankwick et al. 1994; Hansen 1995). Table
2.4 provides a summary of research on thought world dimensions within
organisations. In addition to the dimensions of direct relevance to this study, a
number of others have been researched including: goal orientation (Dearborn &
Simon 1958); language (Buckley 2015; Lawrence & Lorsch 1967a); semiotics
(Barley 1983); time orientation (Lawrence & Lorsch 1967a); task versus relationship
orientation (Lawrence & Lorsch 1967a); power relationships (Riley 1983); tolerance
for ambiguity (Gupta, Raj & Wilemon 1986); professional/bureaucratic orientation
(Gupta, Raj & Wilemon 1986); values (Frankwick et al. 1994); needs (Griffin &
Hauser 1996); motivations (Griffin & Hauser 1996); market knowledge (Dougherty
1992); and, product knowledge (Dougherty 1992). It is beyond the scope of this
study to cover every possible dimension. Rather, the study focusses on those
dimensions which relate to the research questions (ie beliefs and strategic
orientation) and the way beliefs underpin PO and CO.
Homburg and Jensen (2007) saw PO and CO as thought world dimensions in their
own right. Their definitions of PO and CO are included in Tables 2.1 and 2.2. For
them, they capture two distinctive differences that inform the way different functions
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Table 2.4: Summary of research on thought world dimensions within
organisations
(A marked box indicates that the dimension is included in that study. The dimensions key to
this study are highlighted in grey.)
Organisational
thought world
dimension
Authors
D
earb
o
rn
 &
 Sim
o
n
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L
aw
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 &
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o
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B
arley
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o
ugh
erty
 (1992)
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 et al.
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sen
 (1995)
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 (1996)
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rski (1997)
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 &
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 (2004)
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 &
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sen
 (2007)
O
rd
anini,
 R
ub
era
 &
 S
ala
 (2008)
B
u
ckley
 (2015)
B
ev
erland
 et al.
 (2016)
Goal orientation
Beliefs
Language
Semiotics
Time orientation
Interpersonal
orientation (task
vs relationship)
Power
relationships
Type of project
preferred
Tolerance for
ambiguity
Professional
/bureaucratic
orientation
Values*
Needs
Motivations
Product
Orientation
Customer
Orientation
Market
knowledge
Product
knowledge
36
perceive activities. Relating functional perception to strategic orientation indicates an
overlap between ‘strategic orientation’ as discussed in section 2.2, and ‘orientation’
as understood by Lawrence and Lorsch (1967) discussed in section 2.3. For example,
in a manufacturing context, a marketing manager would be expected to be concerned
with consumer and competitor actions, while production executives would be more
oriented toward equipment and suppliers (Lawrence & Lorsch 1967a).
Lawrence and Lorsch (1967a) found that sales personnel were more concerned with
customer issues and production personnel more concerned with cost and technology
issues. They were influenced by Dearborn and Simon’s (1958) work, which drew the
conclusion that executives when looking at company-wide problems prioritised their
own specialisation as being most central to resolving the problem. These findings
point to the potential for marketing managers in other non-manufacturing contexts to
exhibit different beliefs, concerns and priorities compared to managers in other
functions. Chapter 3 (see section 3.6) examines research on music organisations
where functional specialisation has led to integration issues (Ordanini, Rubera &
Sala 2008). The perspective of marketing managers is contrasted with artistic leaders
who drive forward the creative development of new work. Having introduced the
broader context of strategic orientation and thought world research, managerial
beliefs will now be specifically discussed.
2.4 Managerial Beliefs
Beliefs can be defined as the subjective likelihood that certain consequences will
result from actions, or that relationships exist between objects and attributes (Ajzen
2005). Beliefs lead to attitudes, behavioural intent and behaviour (Ajzen 2005) and
beliefs influence what a manager perceives, feels and thinks (Sorjonen 2011). Beliefs
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have been seen to underpin managerial attitudes to market orientation (Bisp 1999),
CO (Deshpandé, Farley & Webster 1993), and innovation orientation (Simpson,
Siguaw & Enz 2006). Empirical evidence also exists to indicate that managerial
beliefs can positively impact firm performance (Coltman, Devinney & Midgley
2008). There have been calls by researchers for further work on managerial beliefs
(Carnahan & Greenwood 2018) to understand their influence.
Examination of PO and CO definitions (Tables 2.1 and 2.2) demonstrate that beliefs
are integral to such definitions. They are specifically referenced: for example CO is
“the set of beliefs that puts the customer’s interest first” (Deshpandé, Farley &
Webster 1993: 27). In other definitions, beliefs underpin the PO definition. For
example, a technologist may pursue product perfection in the belief that products
possessing superior quality and features will attract consumers (Berthon, Hulbert &
Pitt 2004).
As summarised in Table 2.4, three organisational thought world studies to date have
focussed on managerial beliefs (Beverland, Micheli & Farrelly 2016; Frankwick et
al. 1994; Hansen 1995), and beliefs are implicit in the earliest work on thought
worlds. Fleck (1935, 1979) demonstrated for example how perception and cognition
are influenced by what is already believed (Fleck 1935, 1979). Frankwick et al.
(1994) saw differing beliefs as being integral to thought worlds and they analysed
executives in terms of a range of ‘belief categories’ such as an executive’s beliefs on
consumers, technology, selling and investment (Frankwick et al. 1994: 99-100).
They found that organisational function  contributed to the shaping of beliefs. For
example, marketing managers’ beliefs in the importance of Research & Development
(R&D) and technology were influenced by territorial battles and power struggles
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between the marketing and R&D functions, where each specialisation celebrated
their own work and denigrated the work of the other function. Marketers stereotyped
the work of the R&D function as the pursuit of technology for its own sake which
wasted time developing technology that consumers did not want.
Teasing out beliefs from the review of the PO literature discussed in section 2.2.1, a
number of beliefs can be identified. Product quality can be understood in purely
technical terms without reference to consumer needs and requirements (Garvin 1984;
Reeves & Bednar 1994). Products should be developed by engineers to the “best of
their ability” (Shaw & Shaw 1998: 287) and may involve developing “the perfect
product regardless of whether it is what the customer wants” (Shaw & Shaw 1998:
284). Products which are superior in terms of quality and features will attract
consumers (Berthon, Hulbert & Pitt 2004). Consumers do not know what they want
and are unreliable in terms of anticipating their use of innovative new products
(Beverland & Farrelly 2007; Workman 1993). Managers may also need to finish
what they start and push through adversity, which is inevitable in product innovation
(even when this commitment extends beyond what would be rational due to the
manager becoming too emotionally attached to the product) (Krill 1998; Schmidt &
Calantone 2002).
Similarly, a number of CO beliefs can be deduced from the literature review (see
section 2.2.2). Creating and satisfying a consumer is a foundation of a business
(Drucker 1954). Products are a means to an end, the end being the satisfaction of a
consumer problem or desire (Levitt 1960). Consumer interests must come first
(Deshpandé, Farley & Webster 1993). Managers should not just respond to known
consumer needs but anticipate future and latent needs (Narver & Slater 1990). Value
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is determined by consumers (Vargo & Lusch 2004). Consumers have a role to play in
the development, production, marketing or distribution of products (Hartley et al.
2013).
While such beliefs can be extrapolated from the existing research, there has been no
research study focussed on the underpinning managerial beliefs of PO or CO. It is
this area that this study will explore within the context of the music industry. In this
study, following Ajzen (2005), where managers hold propositions to be true that
certain artistic or market consequences result from actions, or that the pursuit of
certain concepts should be upheld as a matter of principle, they are considered
managerial beliefs. Now that the capacity for different managerial functions to
possess quite different perspectives and beliefs has been discussed, section 2.5
examines what this means for interfunctional relations between managers.
2.5 Organisational Consequences and Interfunctional Integration
Interfunctional co-ordination and integration between marketing and other functions
is vital to an organisation becoming consumer oriented and marketing oriented
(Kohli & Jaworski 1990; Narver & Slater 1990). Previous research (Homburg &
Jensen 2007) has examined the implications of differences in strategic orientation
between managers in organisations. One implication is the impact on functional co-
ordination which is understood to be critical to organisational effectiveness and the
success of new projects (Craig & Hart 1992; Massey & Kyriazis 2007; Ordanini,
Rubera & Sala 2008; Pinto, Pinto & Prescott 1993). Differing beliefs and
orientations can create ‘cognitive distance’ between managers of different functions,
which leads to a lack of understanding between managers (Nooteboom 2000). While
40
this distance can generate a productive, creative tension, it can also inhibit
knowledge integration and functional co-ordination (Ordanini, Rubera & Sala 2008).
There has been considerable research on marketing’s interrelationship with other
functions, such as: R&D (Griffin & Hauser 1996; Maltz & Kohli 2000; Ruekert &
Walker 1987; Shaw & Shaw 1998); design (Beverland, Micheli & Farrelly 2016);
manufacturing and production (Balasubramanian & Bhardwaj 2004; Crittenden,
Gardiner & Stam 1993; Maltz & Kohli 2000; Piercy 2007; Powers, Sterling &
Wolter 1988; Ruekert & Walker 1987; Shaw & Shaw 1998); IT (Buckley 2015);
finance and accounting (Maltz & Kohli 2000; Ruekert & Walker 1987; Srivastava,
Shervani & Fahey 1998); sales (Homburg & Jensen 2007; Madhani 2016; Malshe,
Johnson & Viio 2017; Massey 2012; Massey & Dawes 2007); logistics (Madhani
2017) and human resources (Chimhanzi 2004). There has been no study of
marketing’s relationship with the artistic function in artistic organisations, which is
the focus of this study. Table 2.5 provides a summary of the literature which
explicitly cites PO and CO tensions in interfunctional relations involving marketing.
The literature summarised in Table 2.5 is largely devoted to industrial manufacturing
processes rather than creative or artistic development processes. More recent studies
(Buckley 2015) have observed this historical focus on manufacturing and have
sought to broaden research into other industries such as services. The relative neglect
of the creative and artistic development process provides a strong rationale for
exploring this new context as this study does.
Within a manufacturing context, tension can manifest in a number of ways.
Technical managers can be more focussed on product and technological
development, while marketing managers are more focused on client needs
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Table 2.5: Marketing literature summary: PO and CO tensions in
interfunctional relations involving marketing
Author / Date Method Industry Context Interfunctional PO vs
CO tensions
Shapiro (1977) Broad
overview
Industrial marketing Describes ‘orientation’
and ‘cultural’ differences
between marketing and
manufacturing managers.
Powers, et al.
(1988: 57)
Literature
review
Manufacturing firms Manufacturing ‘havoc’
seen to arise from
marketing being “almost
exclusively customer
orientated”.
Kohli and
Jaworski (1990:
9)
Literature
review
Diverse organisations CO seen as needing to be
elevated, and frustrated
by conflict. Conflict seen
to inhibit market
intelligence
dissemination and
concerted response to
market needs.
Dougherty
(1992: 188)
Empirical
study
Diverse (computer,
communications and
chemical materials
industries).
‘Technical People’ focus
more on aspects of the
product, and ‘Field
People’ focus more on
user issues.
Crittenden,
Gardiner and
Stam (1993)
Literature
review
Diverse industries
(plastic dinnerware,
construction,
electronics)
Marketing priorities of
consumer satisfaction and
choice contrasted with
manufacturing priorities
of cost and efficiency.
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Author / date
(cont.)
Method Context Interfunctional PO vs
CO tensions
Griffin and
Hauser (1996)
Literature
review
Diverse industries Marketing seen as
oriented towards the
market, while R&D is
oriented towards science.
Shaw and Shaw
(1998: 284)
Empirical
study
Diverse industries Marketing has a CO and
many engineers want “to
develop the perfect
product regardless of
whether it is what the
customer wants”.
Maltz and Kohli
(2000)
Empirical
study
High technology
industrial equipment
Marketing and R&D
managers seen to differ in
terms of PO, with R&D
more PO, marketing more
CO, and thus goal
conflict will be high.
Homburg and
Jensen (2007)
Empirical
study
Seven industry sectors Sales seen to adopt a CO
as they are closest to key
accounts, while
marketing adopts PO
looking at the broader
product management.
Buckley (2015) Empirical
study
Service oriented firms Marketers perceived IT
personnel as speaking a
different product
focussed language which
created collaboration
difficulties.
Beverland,
Micheli &
Farrelly (2016)
Empirical
study
Design companies Marketers see themselves
as more CO and
designers as more PO
leading to conflict.
(Dougherty 1992; Griffin & Hauser 1996; Maltz & Kohli 2000). Marketing’s desire
for customisation and tailoring products to specific clients and segments can conflict
43
with manufacturing’s focus on lowering costs through standardisation (Crittenden,
Gardiner & Stam 1993). The marketing function can seek a large inventory to ensure
fast and dependable delivery, while manufacturing may want zero inventory to
reduce warehousing costs (Crittenden, Gardiner & Stam 1993). Shapiro (1977) found
this conflict in the relationship between marketing and manufacturing functions.
Marketing executives have a CO (Shapiro 1977), while manufacturing executives
have typically worked their way up through the production operation, and are as such
oriented towards production processes (Shapiro 1977).
As discussed earlier in sections 2.2.1 and 2.3, conflict between CO and PO can be
found in the relationship between marketers and engineers. Shaw and Shaw
(1998:284) found that engineers can criticise marketers for trying to rush the product
development process to deliver a “‘less superior product’ to the market”. Similarly,
studies involving marketing and R&D (Dougherty 1992; Griffin & Hauser 1996)
show that marketing is more focused on meeting consumer needs while R&D is more
focused on product and technology development. Thus, in general, conflict between
marketing and R&D can arise from a tension between PO and CO (Dougherty 1992;
Griffin & Hauser 1996; Maltz & Kohli 2000).
The notion that if two functions possessed the same knowledge base, that this would
improve co-operation, is questioned by Shaw and Shaw (1998). In their study,
engineers studied marketing to improve their cross-functional knowledge and reduce
cognitive distance. Instead of conflict between the engineers and marketing being
reduced because a shared language had been created, the opposite occurred.
Compared to engineers with no marketing training, those who had some marketing
training experienced: greater difficulty in the area of interfunctional communications;
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perceived the cultural differences between themselves and marketers to be greater;
perceived their contact with marketers to be more tense; and, perceived their
relationship with marketers to be more stressful. This heightened conflict may have
resulted from a new feeling of confidence and superiority on the part of the engineers
because they had both marketing and engineering knowledge and/or because a ‘little
knowledge can be dangerous’ and/or because the marketers felt threatened. In this
light, the assumption that education will improve interfunctional relations may not
always be borne out in practice.
Research has also been conducted on marketing’s relationship with other functions
within non-profit organisations (Bennett & Savani 2004). Bennett and Savani (2004)
found that marketing managers experienced conflict with other
functions/departments in leading UK charitable organisations. Marketing
professionals generally possess business qualifications and experience and are likely
to focus on revenues, efficiencies and performance. Executives in the charity’s
operational area do not possess this background, may have been attracted to the work
for altruistic reasons and will see their primary performance metrics in terms of
helping and caring for others rather than in terms of financial performance (Bennett
& Savani 2004).
A more recent service industries study (Buckley 2015) observed tensions in the
relationship with marketing and IT, with IT personnel more product-focussed and
speaking their own highly technical language. A study examining designers and
marketing managers (Beverland, Micheli & Farrelly 2016:35) saw one marketing
manager criticise designers for living in a bubble and possessing an “art for art’s
sake” focus on the product, which led to conversations such as “well I’m the
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designer, I like pink”. ‘Art for art’s sake’ is discussed further in Chapter 3 in relation
to artistic activity (see section 3.5.5), involving the pursuit of aesthetic considerations
as an end in itself, but it also arises in this study of commercial design. In Beverland
et al. (2016), designers saw marketers as conservative and blinkered in terms of
recognising opportunities, while marketers saw designers as out of touch with
commercial reality.
Given that conflict has been found to exist between marketing and other functional
managers in both commercial and non-profit sectors, attention then turns to the
organisational implications of this conflict. Scholars in the fields of marketing and
strategic orientation (Kohli & Jaworski 1990; McClure 2010) have generally
conceptualised conflict as negative and dysfunctional and something to be avoided or
minimised. Conflict may inhibit a coherent, integrated attempt at putting market
orientation into practice. This simple ‘conflict is bad’ view fails to acknowledge the
full complexity and potentiality of conflict that has been explored in the
organisational behaviour literature from which the concept was borrowed (Harris,
Ogbonna & Goode 2008). Conflict may challenge poor decision making and so may
be both good and bad for organisations depending on contingency variables (Jehn
1995). For example, Jehn’s (1995) empirical study of 105 work groups and
management teams found that in groups performing non-routine tasks, disagreement
about tasks did not have a detrimental effect and in some cases was beneficial for
performance and outcomes, such as improving decision making through critical
analysis.
Murnighan and Conlon’s (1991:178) study of intense working groups in the form of
British String Quartets concluded that conflict was good – “tension is important”.
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There was however sensitivity to the destructive potential of interpersonal conflict as
opposed to the importance of task conflict. Conflict that arose from interpretive
discussions about how to approach a musical passage were more constructive than
conflict that arose over personality clashes. Amason (1996) uses the expression
‘cognitive conflict’ to denote task oriented conflict that focuses on judgement
differences on how best to achieve common objectives. He conducted an empirical
study involving 48 management teams from small and midsized US food- processing
firms and a second sample of five furniture manufacturing firms. The study found
that conflict can improve decision quality and it is the cognitive dimension of
conflict that accounts for improvement. Such conflict is seen as inevitable in top
management teams and beneficial, because the synthesis that emerges from the
contesting of individual viewpoints will generally be superior to the individual
perspectives themselves (Amason 1996).
Thought world researchers have also drawn the conclusion that conflict can be
beneficial (Dougherty 1992; Homburg & Jensen 2007). Dougherty (1992: 195)
argued that departments must actively challenge each other “or the final design will
be awry”. Homburg and Jensen (2007) found the tension between PO and CO to be a
positive for market performance. Tension between designers and marketers has been
seen as positive and necessary to achieve optimal outcomes (Beverland, Micheli &
Farrelly 2016). In these examples there is a recognition that different perspectives are
needed for different managers to be able to examine situations from different angles.
Yet it is the same difference of perspective that can create the potential for conflict.
Eliminating managerial difference and diversity of input can have negative
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consequences for optimising organisational performance (Beverland, Micheli &
Farrelly 2016).
2.6 Conclusion
This literature review has established that PO and CO differences between managers
in different industry sectors have been observed in the literature, but there is little
research on the way these differences are underpinned by managerial beliefs.
Research has also been weighted towards industrial and manufacturing contexts
(Dougherty 1992; Homburg & Jensen 2007) while this study will examine the
implications of these strategic orientation differences for the way managers from
different functions work together in an artistic environment.
This chapter has reviewed the literature in three domains relevant to this thesis:
strategic orientation, including general research on PO and CO; thought worlds,
including managerial beliefs; and, the impact of PO and CO beliefs on relations
between marketing and other functions. The chapter has laid the conceptual
foundations, outlining definitions and the relationship between constructs which will
be further explored and contextualised in Chapter 3. Chapter 2 has identified
literature areas such as the underpinning of strategic orientation by managerial
beliefs and the associated interfunctional implications, which will be further explored
in large music organisations to contribute to a greater understanding of PO and CO.
In Chapter 3, the specialist literature on arts, music and entertainment marketing is
reviewed, providing the industry, organisational and managerial context for this
study. Chapters 2 and 3 together provide the foundations for the research design and
method discussed in Chapter 4.
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Chapter	3:	Music	Organisation	Context	
3.1 Introduction
This chapter analyses the specific industry, organisational and managerial context in
which the research will be conducted. Findings from the music marketing and music
organisation literature are incorporated to ensure this study builds on previous
research in the creation of new knowledge. Key substantive issues raised in Chapter
2 are examined in a music organisation context. This chapter serves as a bridge
between the Literature Review chapter and Method chapter, in showing how
contextual issues will need to be borne in mind in designing and framing the study.
In terms of the chapter structure, it commences at the macro level, surveying music
industry characteristics, and then progressively narrows the focus on music
organisations and then music organisation managers. The chapter examines research
findings in relation to Product Orientation (PO) and Consumer Orientation (CO) in
music and arts organisations, and related creative and cultural industries. It then
examines the implications this has for interfunctional relations. The chapter
culminates in a conceptual framework, which informs the research questions.
3.2 The Music Industry
Researchers have encountered problems defining the ‘music industry’ (Throsby
2002; Tschmuck 2012:38). Throsby (2002) defined the scope of the industry by
outlining stakeholders he believed should be included, which encompassed: creative
artists, agents, managers, promoters, music publishers, record companies, copyright
collecting societies, studio owners, manufacturers, distributors, retailers,
broadcasters, venue operators, ticket agents, film makers, advertisers, and consumers.
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Tschmuck (2012) whilst retaining the term ‘music industry’ highlighted that it has a
number of sub-industries within it, each possessing its own characteristics, such as
the phonographic (recording) industry, music publishing, broadcasting, concert
promotion, and music instrument manufacturing.
This study focusses upon organisations in the recording industry and concert
presentation sectors, who commission work from artists. These sectors have been
chosen because they play the most significant role in creating, commissioning and
marketing new work, and acting as a mediator between artists and audiences
(Eastburn 2018; IFPI 2014, 2017; Negus 1992; Ordanini, Rubera & Sala 2008;
Sorjonen 2011). Identifying creative material, developing it and marketing it to
consumers constitutes a core process of the music industry (Negus 1992) which is
exemplified by record companies and non-profit organisations which commission
new creative work. Other sub-industries such as recording studios, instrument
manufacture, venue hire, ticket agents etcetera are part of a broader network that
supply ancillary products to the core creative agents as well as other industry actors.
3.2.1 The Characteristics and Significance of the Music Industry
Music lies at the heart of the ‘concentric circles’ model of the cultural industries
(Throsby 2008) which sees literature, music, visual arts and the performing arts as
core creative arts. It has been used as an industry exemplar to understand the
workings of the creative industries (Caves 2000). Music has been seen as a fashion
industry (Lorenzen & Frederiksen 2005), and is a component of other entertainment
industry products, such as computer games, movies, and radio (Macy, Rolston, Allen
& Hutchison 2016). The accelerated impact of digitisation on the music industry
(IFPI 2017) has seen it considered a laboratory for trends which will impact other
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industries in the future (Salo, Lankinen & Mäntymäki 2013). Thus, the findings of
this study have implications for the broader cultural and creative industries.
The International Federation of the Phonographic Industry (IFPI), the advocacy body
for the worldwide recorded music industry, has provided evidence supporting the
contention that the digital transformation of the commercial music industry has led
other creative industries, placing it at the forefront of revolutionary changes to
international commerce (IFPI 2016a). For example, the proportion of the music
industry’s global revenues that derive from digital rather than physical sales vastly
exceed that of the film, book, magazine and newspaper sectors of the creative and
media industries (IFPI 2016a). Music and musical artists significantly contribute to
traffic and income for companies such as Facebook, Twitter, Apple and Google (IFPI
2015). With the increasing audience empowerment brought on by the digital
transformation of the industry, limited research has been conducted into what these
changes mean for managers working within these organisations. The music industry
has suffered for two decades from piracy and illegal music distribution (Barker &
Maloney 2015), which placed enormous financial pressure on these companies (IFPI
2017). The unbundling of albums (Papies & Van Heerde 2017) has also created
revenue pressures for record companies, as consumers could acquire singles without
necessarily having to purchase complete albums. Thus, maximising marketing
efficiency and improving success rates of new creative work has important financial
implications for these organisations (Ordanini, Rubera & Sala 2008).
The creation of new work is of critical importance to the music industry, and is a
core process for recording companies (Ordanini, Rubera & Sala 2008). The recording
industry generally invests a higher proportion of its revenues in research and
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development than other industries (IFPI 2016b). It estimated that recorded music
companies invested USD$2.8 billion (approximately 17 percent of revenues) into the
development of artists and creative work in 2015, which is greater than the percent
that research intensive industries such as pharmaceuticals and biotechnology invested
in research and development in that same year (IFPI 2016b). This investment by
recorded music companies rises to USD$4.5 billion and 27 percent of revenues when
marketing costs are included (IFPI 2017).
The music industry literature identifies a number of industry features that need to be
noted (summarised in Table 3.1). A distinction should first be made between the
commercial and non-profit sectors. Organisations within the commercial sector
possess a for-profit motive, and are more focussed on contemporary, popular musical
expression (Negus 1992, 1999; Ordanini, Rubera & Sala 2008). There are currently
three major record companies, Sony Music, Universal Music Group and Warner
Music Group (Simpson & Munro 2012; Watt 2014). Each company possesses a
portfolio of record labels. For example Universal Music Group possesses labels such
as Island, Motown, Blue Note, Virgin and Capitol Records. Major record companies
have been held up as an exemplar of a commercial music focus (Kubacki & Croft
2004).
Major record companies possess a number of characteristics. They generate a greater
proliferation of products than non-profit organisations, of greater genre diversity,
targeted at more diverse audience segments (Lorenzen & Frederiksen 2005; Negus
1992). They have a high frequency of new products released in a given territory (e.g.,
15–20 per month, of which three or four are new artists) (Essling, Koenen & Peukert
2017; Ordanini, Rubera & Sala 2008), which is rapidly evolving to a continual
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Table 3.1:  Music industry characteristics
Feature Commercial
Sector
Non-profit
Sector
Product frequency
(e.g., singles,
albums, operas,
newly commissioned
works)
High – e.g.,15 to 20 released
products per month (Essling,
Koenen & Peukert 2017;
Ordanini, Rubera & Sala
2008).
Fewer ‘products’
released per annum than
the commercial sector
(Kaiser & Egan 2013).
Product
heterogeneity
(genre, target
audience)
High (Ordanini, Rubera & Sala
2008).
Moderate – less varied
than commercial sector
(Kaiser & Egan 2013).
Product life cycle Generally short (Essling,
Koenen & Peukert 2017;
Lorenzen & Frederiksen 2005).
Intense marketing focus may
last only a matter of weeks.
Short to long (Crealey
2003). Months to years
(in the case of
productions that recoup
over many years).
Demand
uncertainty
High (Lorenzen & Frederiksen
2005).
High (Crealey 2003).
Time to market Short (typically months) (IFPI
2016a; Lorenzen &
Frederiksen 2005).
Longer (typically years)
(Jones 2000; Oxenbould
2005).
Point of
differentiation in
the marketplace
Artistic content more important
than price (Lorenzen &
Frederiksen 2005).
Artistic content more
important than price
(Sorjonen 2011).
Level of
marketplace
experimentation*
High (Lorenzen & Frederiksen
2005; Ordanini, Rubera & Sala
2008).
Moderate – lower than
commercial.
Task complexity High (Lorenzen & Frederiksen
2005; Ordanini, Rubera & Sala
2008).
High (Sorjonen 2011).
Motivational
differences**
High (Lorenzen & Frederiksen
2005).
High (Sorjonen 2011).
Identifiable factors
for success/ failure
Ambiguous (Ordanini, Rubera
& Sala 2008).
Ambiguous (Caves
2000).
*Release products understanding that statistically they have a very low probability of success.
** Between participants in the creative process such as artists and music company personnel.
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stream of content (songs, stories and imagery) (IFPI 2016a, 2017). This change from
releasing an irregular ‘album’ every year or two, to a continual stream of content is
in order to provide continual social media news (IFPI 2016a; Watt 2014). In
commercial music there is ‘causal ambiguity’ (Ordanini, Rubera & Sala 2008) in
terms of what factors account for success. There is a conscious strategy of
‘overproduction’, to compensate for low success rates (Lorenzen & Frederiksen
2005; Negus 1992). It is commonly assumed within the industry that the proportion
of new artists signed to record companies that become commercially successful is
between one in four and one in ten (IFPI 2016b).
Other characteristics of the commercial music sector are: high task complexity and
demand uncertainty (Lorenzen & Frederiksen 2005; Ordanini, Rubera & Sala 2008);
short product life cycles (often a matter of weeks) (Essling, Koenen & Peukert
2017); short time-to-market (often months) (IFPI 2016a; Lorenzen & Frederiksen
2005); product differentiated in terms of artistic content more than price (Lorenzen &
Frederiksen 2005); experimentation in terms of trying solutions in the marketplace to
determine if they will work (Lorenzen & Frederiksen 2005; Ordanini, Rubera & Sala
2008); and, high motivational differences among participants such as between artists
and marketing personnel (Hirschman 1983; Lorenzen & Frederiksen 2005; Negus
1999).
Non-profit music organisations possess a non-profit legal structure, are mission-
driven, and focus more on preserving the heritage of historical work that has been
created, and continuing the tradition of ‘serious’ art form development and
exploration (Sorjonen 2011; Voss & Voss 2000a). Examples of non-profit music
organisations include orchestras, opera and music theatre companies, and major
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performing arts venues that commission, curate and present their own programming.
The non-profit product life cycle can vary. It can be relatively short for one-off
commissions that will only be performed a small number of times, and longer for
operatic productions for example that need to be re-presented a larger number of
times to recoup the initial investment (Jones 2000; Oxenbould 2005).
In terms of similarities, non-profit music organisations such as orchestras and opera
companies share many characteristics of the commercial sector. The creation of new
work is vital for the survival of performing arts organisations (Bennett & Kottasz
2001), and there is demand uncertainty, task complexity, causal ambiguity over what
creates success, and artistic content is a more important differentiator than price
(Crealey 2003). In terms of motivational differences of functional contributors, the
key artistic motivation may be satisfying the artist’s creative impulses or challenging
and provoking audiences (Voss & Voss 2000a; Voss & Voss 2000b), which will
differ from the motivation of marketing personnel who will be more focussed on
audience engagement and sales revenue (Crealey 2003).
3.2.2 The International Music Industry and the Significance and
Interdependence of the US, UK and Australian Music Markets
The music industry has in recent years become even more globalised due to the
power of the internet and digital distribution, and also due to the fact that “the
relationship between corporate capital and musical culture has transcended national
boundaries” (Garofalo 1999: 319). Major record companies aim to facilitate artists in
one territory ‘breaking’ in another territory to maximise the economic return on their
artist roster. The growing power of online distribution means artists signed anywhere
can have international aspirations (IFPI 2017; Watt 2014).
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Despite the internationalisation of the industry, the USA still retains a dominance
(Naveed, Watanabe & Neittaanmaki 2017), which arose over the course of the 20th
century both in terms of new musical trends and consumption (Vogel 2015). The rise
of rock and roll moved from the USA in the 1950s to the UK in the 1960s, and from
that point both markets dominated the international popular music industry, flooding
the world with Anglo-American music (Garofalo 1999; Verboord & Brandellero
2016). In fact, in terms of hits by foreign artists, between 1960 and 2010 American
and British hits comprised between 57% and 75% of the international market
(Verboord & Brandellero 2016). International recording superstars either came from
these markets, or sang in English, such as Abba and Bob Marley (Garofalo 1999).
Thus, the significance and influence of these markets is disproportionate to their
geographical size.
The recorded music industry in Australia has been historically dominated by the
USA and UK markets (Simpson & Munro 2012). These three geographical music
markets are highly inter-related and interdependent given their common language,
similar audience tastes, and strong exchange of product and managerial talent
(Lebrecht 2005; Simpson & Munro 2012). Thus, the US, UK and Australia are
strongly unified in their product, culture and approaches (Simpson & Munro 2012;
Watt 2014), relative to other continents and markets.
In large multinational music organisations, products are released and promoted
through a network of geographically dispersed subsidiary companies. An internal
market exists within these organisations, where projects originated in one subsidiary
company are available to those in other territories (Bakker 2006). For example, Sony
Music Entertainment in the UK may originate a recording that is sold by Sony Music
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Entertainment Australia. The Australian company covers the marketing costs and
retains the sales revenue, and pays an internal royalty to the UK company. Two
marketing teams may need to liaise on Australian promotion (such as when the artists
tour), the UK marketing team providing overall guidance and the Australian
marketing team overseeing the local market execution (Ordanini, Rubera & Sala
2008). Figure 3.1, sourced from Ordanini et al. (2008), diagrammatically depicts this
Figure 3.1: Involvement of other (internal) repertoire owners and international
offices
Reprinted from Ordanini et al. (2008: 22) with permission from Elsevier.
relationship. Projects developed purely for a local market only require the local
marketing and A&R teams to collaborate. The focus in this study is on artistic
managers, marketing managers and CEOs who are part of the strategic business unit
that deal directly with the artist in developing the creative work and marketing it. It
does not focus on managers in corporate head offices who may be removed from any
liaison with creative teams.
57
3.2.3 Artists
The term ‘artists’ in the industry refers to creative personnel such as performers, who
are distinct from personnel who perform administrative or managerial duties. It
should be noted that the terms ‘artists’ and ‘musicians’ are used interchangeably in
the literature on the music industry (Kubacki 2008; Macaulay & Dennis 2006). Thus,
the use of the term ‘artists’ within the industry and in this study should not be
construed as applying to visual art. Also, when a manager in a music organisation
interacts with an artist, in practice they may interact not only with the artist, but the
artist’s manager, attorney, agent, and fellow band members, all of whom may contact
the organisation on the artist’s behalf (Simpson & Munro 2012).
Artists will possess differing negotiating power and capacity to enforce their will on
projects (Southall 2009). Superstar artists, for instance, can reduce the input of the
record company and its managers, seeking creative control as a condition of signing
to a label (Hesmondhalgh & Baker 2011).
3.3 Music Organisations
3.3.1 Introduction
A ‘music organisation’ is defined in this study as an organisation which is primarily
focused on the creation, production and/or delivery of music (Hoegh-Guldberg &
Letts 2005). The reason that working with living artists and music creation is
important for a study that examines PO and CO is that artists can possess an internal
PO (Hirschman 1983), and so managers who are asked to accommodate the wishes
of living artists may be prone to being pulled in the direction of PO. In addition to
this, following the thought world research discussed in section 2.3, music
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organisations which are large enough to employ functional specialists (and so some
with artistic expertise, and others with marketing expertise) possess a rich
environment in which to explore managerial beliefs about PO and CO (Homburg &
Jensen 2007; Voss & Voss 2000a).
3.3.2 Large Music Organisations: Major Record Companies and Large Non-
profits
This study examines ‘large’ music organisations, which is defined in this section
with reference to a variety of organisational parameters. Major record companies are
the largest and most influential organisations operating in the music industry (IFPI
2014, 2017). They have been held up as supreme examples of a commercial music
focus (Kubacki & Croft 2004). While their power and size has diminished since the
mid-1990s, major companies still enjoy a competitive advantage in placing songs on
radio and in the international marketing and distribution of music (Lieb 2018; Watt
2014). Large companies have more staff than smaller organisations devoted to
specialist activities such as marketing and artistic development which need to be
integrated. This makes these organisations susceptible to interfunctional thought
world differences and challenges (Ordanini, Rubera & Sala 2008), as discussed in
section 2.3.
It needs to be acknowledged that significant creative development work has been
outsourced by major commercial record companies to the independent music sector
(Ordanini 2006; Ordanini, Rubera & Sala 2008). Smaller, independent music labels
are used by major companies as “external product innovation labs” (Lorenzen &
Frederiksen 2005: 206). Yet, the major record companies still undertake significant
artist development activity (IFPI 2014, 2017), and even where services are dispersed
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through a broad network of supplier independent labels, the record company
typically establishes and manages the process, particularly for major projects (IFPI
2016a; Lorenzen & Frederiksen 2005).
Large non-profit music organisations are highly significant for the broader art forms
they represent in their countries (e.g., opera, music theatre, festivals, symphony
orchestras), because they provide employment for specially skilled workers, and
support broader art form networks and infrastructure (Bailey & Richardson 2010;
Nugent, Chaney, Gonski & Walter 1999). As with major record companies, they
have the size and scale to employ specialist managers, and need to integrate the
beliefs of these managers in the service of the organisation’s mission (Rentschler
2015), which includes the development and marketing of new creative work. Non-
profit organisations can be insulated from the marketplace through philanthropic
support and government subsidies (Cancellieri & Turrini 2016), which can reduce
the economic pressure to address consumer needs, yet this does not necessarily
encourage the programming of adventurous and uncommercial repertoire
(Cancellieri & Turrini 2016).
In terms of what constitutes a ‘large’ music organisation, Table 3.2 summarises some
quantitative parameters, which differ between the commercial and non-profit sectors.
The major record companies are significantly larger than the non-profit organisations
in terms of turnover, geographical scope and number of employees. However, the
record companies have many creative hubs (‘labels’) within their operating
subsidiaries, and it is at this strategic business unit level that this study is focused.
These companies have traditionally operated decentralised creative strategies,
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originating products in many geographic territories and through many different labels
(Bakker 2006). It should be acknowledged however that digital distribution has
Table 3.2: Characteristics of ‘large’ music organisations
‘Large’ Commercial ‘Large’ Non-profit
Examples Sony Music, Warner Music
Group, Universal Music
Group
Orchestras, opera, musical
theatre, festivals, concert
promoters, venues
Ownership Shareholder Stakeholders such as
communities and funding
bodies
Geographical
focus
International National
Staff –
headcount
4520 – 8200 50 –1700
Turnover USD $3.6 – 7.5 billion USD $10 – $294 million
Structure Separate marketing and
artistic functional areas
within a business unit
Separate marketing and
artistic functional areas
Sources: Publicly available Annual Reports (Metropolitan Opera 2016; Sony 2017; Vivendi 2017;
Warner 2017)
created centralising pressures on these organisations, reducing managerial discretion
in some matters such as local release dates (IFPI 2016a).
3.4 Key Managerial Roles: artistic leader, marketing leader and
CEO
Large commercial music organisations employ experts in a variety of fields such as
legal affairs, finance, artists and repertoire, marketing, information technology,
digital strategy, music publishing, and human resources (Simpson & Munro 2012;
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Watt 2014). Non-profit organisations will also possess dedicated finance, artistic,
marketing, general administration, and information technology staff, as well as
specialists in touring and logistics, corporate partnerships, and fundraising
(Oxenbould 2005). Three key managerial roles of greatest relevance to the research
questions will be examined in this section: the artistic leader, marketing leader and
Chief Executive Officer (CEO).
3.4.1 Key Roles in Music Organisations for the Creative Development and
Marketing of Artists and Music
There are three key managerial roles that drive the creative development and
marketing of artists and music in music organisations: the artistic leader, the
marketing leader, and the CEO (Butler 2000; Negus 1992; Ordanini, Rubera & Sala
2008). As discussed in section 3.3.1, these roles are closest to the intersection of PO
and CO, given the artistic leader deals with the potential PO influence of artists
(Hirschman 1983) and the marketing leader is responsible for the relationship with
the consumer (Crealey 2003; Ordanini, Rubera & Sala 2008). These two roles are
critical in undertaking the mediating role between artists and audiences required by
most music organisations. Mediation takes place because the music organisation
works with artists commissioning and developing creative work for audiences, and
markets and positions this work with audiences (IFPI 2016b).
This study builds on the work of Voss and Voss (2000a), who explored PO and CO
in non-profit theatres in the USA, and used Managing Directors as the research
participants. They speculated that “our results might have been different if we had
used marketing or artistic directors as our key informants” (Voss & Voss 2000a: 79).
They encouraged future researchers to “use multiple informants from different
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functional areas and examine the level of convergence in results across respondents”
(2000a: 79). This study answers this call, exploring three contrasting managerial
perspectives: those of artistic leaders, marketing leaders and CEOs. Furthermore, this
study builds on the PO and CO work of Voss and Voss (2000a) in an artistic context,
by exploring PO and CO in a different art form (music), in two additional geographic
territories (UK and Australia), and in both the commercial and non-profit sectors.
In discussing ‘managerial’ roles, it should be noted that within the industry, the term
‘manager’ generally denotes the person responsible for independently managing and
representing the artist’s interests. In this study, the term ‘manager’ is understood to
apply to personnel employed within the music organisation, as this is where the focus
of this study lies. To provide the departmental and functional context within which
these senior managers work, the activities of these functions should be explained.
Within commercial music organisations, members of the Artist & Repertoire (A&R)
department “go out and find the talent, sign that talent, and then nurture it to its full
potential” (Prial 2006: 229). They provide the organisational interface with the
artistic and creative talent. Within non-profit organisations, the artistic administration
team that work under the Artistic Director are responsible for programming
(selecting repertoire), contracting and liaising with artists, and working with other
departments to facilitate the scheduling and marketing of performances (Kaiser &
Egan 2013; Oxenbould 2005). In smaller organisations, a few managers may
undertake this work, but large organisations possess sufficient scale to warrant the
creation of an entire department.
Each function reports to the CEO but the power relationship between the artistic and
marketing functions is more evenly balanced in the commercial sector than in non-
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profit organisations (Negus 1992). In fact in some commercial organisations the
marketing leader can be more powerful than the artistic leader (Westbrooks &
Williams 2017). In non-profits, the artistic function usually dominates marketing,
being closer to the mission of organisation (Kaiser & Egan 2013), though sometimes
business imperatives can over-ride artistic concerns (Ruud 2000). Structurally, in the
non-profit context, the CEO and artistic leader are usually hierarchically more
elevated than the marketing leader. Often, the CEO performs the function of the
business leader, with overall control of the marketing function, and represents the
marketing department in some artistic discussions (Ruud 2000).
In both contexts, the marketing department could be a co-signatory on the business
case for a project, and could drive discussions on sales estimates, budgeting, pricing,
packaging, positioning and promotion. But in the commercial context alone, it is seen
to possess a legitimate role in co-defining the product and attempting to influence
creative decision making (Kaiser & Egan 2013; Ordanini, Rubera & Sala 2008).
Traditionally, in large commercial music organisations the development of creative
work  has been a Fordist style assembly line, with A&R handing the finished product
to marketing, who hand it to sales; but in recent years, evidence has emerged of
tighter functional co-ordination around project teams (Hesmondhalgh & Baker 2011;
Ordanini, Rubera & Sala 2008). This means that a question arises over whether the
silos experienced in thought world research between different functions (Dougherty
1992; Homburg & Jensen 2007) reflects the contemporary reality of major music
organisations, which may also be seeking ways to enhance communication and
integration between functions (Ordanini, Rubera & Sala 2008). This study addresses
this question.
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With regards to the relationship and status between the marketing and artistic
functions, there is evidence that the marketing function is gaining power and
influence in both sectors (Bennett & Kottasz 2001; Colbert & St-James 2014;
Hesmondhalgh 2013; Westbrooks & Williams 2017). Societal pressure to see arts
organisations appeal to more diverse audiences (Eastburn 2018) creates a demand for
marketing skills. The growing professionalisation of music organisation management
(Watt 2014), and the technical education of music managers is of interest to this
study, as it can potentially impact functional specialisation, strategic orientation and
managerial beliefs.
There is evidence in the literature (Kubacki & Croft 2005) that use of marketing
language has caused alienation among musicians. The word ‘product’ for example,
while fundamental to the marketing literature, is offensive to many artists (Everett
2009; Kubacki & Croft 2005; Ruud 2000). A disdain for the word ‘product’ among
musicians was encountered by Kubacki and Croft (2005) who undertook qualitative
in-depth interviews with musicians in Wales and Poland, exploring their attitudes
towards the music business. They also encountered an internal focused product
orientation among the research participants. For example, “composers shouldn’t have
to be bothered by commerce, what people want; they are not writing for what people
want, they are writing for themselves” (cited in Kubacki & Croft 2005: 232). The
word ‘product’ can be associated with the commodification of culture (DeLong &
Vijayaraghavan 2002; Kubacki & Croft 2005). The same can be true of other
business terms. The independent rock music artist Mark Oliver Everett (of the Eels)
writes in his autobiography: “every time I heard one of the musicians in the band
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refer to a town we were going to as a “Market”, my stomach ached” (Everett 2009:
129). This is part of the context within which marketing leaders must operate.
Now that a broad overview of managerial roles has been provided, each of the key
managerial leaders, namely, artistic leaders, marketing leaders and CEOs, will be
discussed in greater detail.
3.4.2 Artistic leaders
In both commercial and non-profit contexts, the artistic leader is responsible for the
discovery of artists, assembling creative teams around projects, choosing and
developing repertoire and programming, and managing the relationship between the
artist and the organisation (Simpson & Munro 2012; Tschmuck 2012; Watt 2014).
The artistic leader in a commercial record company may be titled an A&R Vice
President, Director or Manager, depending on the size and significance of the label
and strategic business unit. The A&R leader is ultimately responsible for supervising
the recording process. A&R managers come from a wide variety of backgrounds, and
may have previously worked as a musician, audio engineer, producer, live venue
manager, music journalist, music lawyer, or sales representative (Watt 2014). The
‘creative team’ on a commercial project may involve a producer, writers, arrangers,
audio mixers, audio mastering experts, creative/art directors, stylists, photographers
and video directors. While the generation of artwork, video and photos has
traditionally fallen into the A&R responsibilities in many companies (Watt 2014),
the marketing function has asserted greater influence upon visual styling in recent
years.  The ‘scouting’ function at events such as pub performances is being reduced,
with this initial talent identification increasingly coming from those in the live music
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industry (Watt 2014). Record companies are also increasingly focussed on online
audience engagement and building an online community around an artist (Macy et al.
2016).
Artistic management within a non-profit music organisation will be headed by an
Artistic (or Music) Director. The Artistic Director is responsible for the artistic
excellence of the organisation (Reynolds, Tonks & MacNeill 2017). Supported by
their team, the Artistic Director selects musical programs and artists (including
casting of operatic and music theatre productions), ensures the artistic vision reflects
the organisational mission, creates new and adventurous programming, finds joint
venture partners, develops young artists, introduces technical expertise such as
designers into creative teams, and may perform him/herself within the ensemble,
such as serving as the conductor (Kaiser 2010; Oxenbould 2005). This last point is
important for managerial beliefs, as artistic leaders may see themselves potentially as
both artist and manager, and so may share the perspective of an artist.
3.4.3 Marketing leaders
In this study, the marketing leader within a music organisation is understood to be
responsible for advertising and promoting the artists and music, and managing the
audience relationship (Simpson & Munro 2012). In non-profit organisations there is
additional emphasis on institutional promotion (Kaiser 2010). The marketing leader
may be entitled Vice President, Director or Manager, depending on the size of the
organisation and geographical location. In the commercial music sector, marketers
have come from a range of backgrounds, including consumer goods marketing
backgrounds (Southall 2009) and have more recently been drawn from internet and
mobile phone companies (Watt 2014). While the non-profit Artistic Director may
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report directly to the Board of Directors, or even be a member of the Board of
Directors (Kaiser 2010), this is not the case with marketing directors. As discussed in
the general overview in section 3.4.1, CEOs will also be highly influential in terms of
marketing matters (Kaiser 2010).
In terms of PO and CO, broadly speaking, artistic staff have been viewed by previous
researchers (Hesmondhalgh & Baker 2011) as aligning more with the concerns of
artists and concerns over creative work, whilst marketing staff have been more
concerned with consumer needs and profit maximisation (Hesmondhalgh & Baker
2011; Ordanini, Rubera & Sala 2008).
3.4.4 CEOs
CEOs oversee and integrate multiple functions, including the artistic and marketing
functions (Byrnes 2015). In commercial organisations they are responsible for the
sales, profitability, return on investment, and market share performance of the
organisation (Southall 2009).  In non-profit organisations, they are responsible for
the macro level organisational planning (Oxenbould 2005), operational and facilities
management, commercial revenue raising activities such as marketing, sponsorship
and fundraising (Kaiser 2010; Reid & Karambayya 2016) and ensuring the ongoing
financial viability of the organisation (Reynolds, Tonks & MacNeill 2017). There
may also be the assumption that they are there to support the realisation of the
Artistic Director’s vision (Reynolds, Tonks & MacNeill 2017). The title used may be
President, CEO, Managing Director, Executive Director, or General Manager
depending on the territory and size of organisation. CEOs in music organisations
have been drawn from a variety of functional backgrounds, such as finance,
marketing, artistic, and legal (Kaiser 2010; Oxenbould 2005; Southall 2009). In some
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areas of commercial entertainment there has been a shift from CEOs coming out of
creative backgrounds to having MBAs (Bain 2017), however one non-profit study
revealed that 63 percent of the general managers (of performing arts organisations)
interviewed in the research originally trained as artists (Reynolds, Tonks & MacNeill
2017).
3.5 Product and Consumer Orientation in the Music Industry
In Chapter 2, sections 2.2.1 and 2.2.2 examined PO and CO in relation to the broader
strategic orientation and marketing literatures. Examples from a range of industries
were discussed. This section discusses how these two orientations manifest in the
music, arts and creative industries.
3.5.1 Product Orientation and Product Oriented Beliefs in the Music, Arts
and Creative Industries
PO is defined in this study as a manager following and prioritising the artist’s
convictions, insights, internal desires and needs in the process of developing new
creative work, in preference to relying on audience insights (Holbrook & Day 1994).
For product oriented managers the integrity of the product takes precedence over
consumer needs (Bilton 2017). To make a broad observation about PO in creative
processes, there is evidence (Botti 2000; Crealey 2003; Hesmondhalgh & Baker
2011; Meyer & Even 1998) that the initial creative development phase is likely to be
more PO, and the later marketing and commercialisation phase is likely to be more
CO. The artist and/or organisation creates the work, sometimes with no reference to
consumers, and then considerable consumer focus is placed on how the resulting
product can be positioned and presented to consumers in the most engaging way
(Crealey 2003; Hesmondhalgh & Baker 2011). Another general observation is that
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within non-profit arts marketing, historically the discipline and profession has slowly
shifted from PO to CO (Colbert & St-James 2014).
It should be noted that a distinction has been made between ‘organic’ and ‘synthetic’
creative development in the commercial music industry (Negus 1992), the former
being more PO and the latter being more CO. ‘Organic’ music development is where
the record company works with the artist to gradually enhance and strengthen their
development and the development of their creative material. The work will be largely
driven by the artist, but inflected and influenced by the record company. It is more
reflective of a PO because it allows space for artists to explore their own personal,
experimental ideas and enthusiasms, which may or may not have a relationship to
known consumer demands. Organic development is the preferred approach of many
managers in the record industry, and is viewed as the best way to create longer term
success (Negus 1992). To show its contemporary relevance, in a case study on the
Canadian singer/songwriter Shawn Mendes published in the IFPI Global Music
Report 2017, Island Records President David Massey states: “it was an amazing,
innovative, creative and fun way of developing and marketing an artist
organically”….. “we developed him as an artist and treated him as an artist from day
one, not as a pop star, or a social media phenomenon” (IFPI 2017:39).
By contrast, ‘synthetic’ development is more manufactured, where the label acts as a
catalyst for projects, assembling artists with a view to short term success (e.g. the
creation of boy and girl bands). It is more reflective of CO, because it is driven from
the start by a clear consumer proposition which informs the selection of group
members and repertoire development. It should be noted that the core focus of record
companies historically has been, and largely remains, organic development.  “The
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cases of synthetically created successful acts, such as the Monkees, Milli Vanilli, or a
number of Girl and Boy groups, are less common” (Tschmuck 2012: 254).
It should be noted that ‘organic’ and ‘synthetic’ processes are underpinned by other
concepts, such as ‘authenticity’ and ‘selling out’. Organic processes are designed to
ensure and assert the sincerity, integrity and ‘realness’ of the artistic statement, all
hallmarks of authenticity (Bridson, Evans, Varman, Volkov & McDonald 2017).
‘Synthetic’ processes are more likely to be construed as contrived, formulaic,
abandoning principles for financial gain, all hallmarks of ‘selling out’ (Bridson et al.
2017; Klein, Meier & Powers 2016) Authenticity is discussed as a belief in its own
right in section 3.5.8.
Research on PO in a music context (Brown 2003; Holbrook 1998; Jacobson 1968;
Kubacki & Croft 2005; Murnighan & Conlon 1991) is mainly focussed on artists, not
managers who supervise the commissioning and development of new work,
providing little illumination on the managerial beliefs that underpin and influence
these two strategic orientations. This is the first study to primarily focus on the
managerial beliefs that underpin and influence PO and CO.
Table 3.3 presents selected examples of PO, specifically applied to arts and music
practice. It can be seen from these examples that they are underpinned by beliefs
such as: the importance of following one’s own convictions (Holbrook & Day 1994);
the drive to lead art form development and innovation (Voss & Voss 2000a); the
need to focus inwardly on one’s own ‘specifications’ (Macaulay & Dennis 2006); the
pursuit of artistic quality (Camarero & Garrido 2008);  ‘art for art’s sake’ (Fillis
2006, 2010b); the artistic leadership of audiences (Scheff & Kotler 1996); the
cultivation of emotional attachment to the product (Childress 2012); and prioritising
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Table 3.3: Selected PO beliefs and examples of PO in an artistic context, drawn
from the literature
Author Context Example Beliefs
Holbrook
& Day
(1994:
138)
Commercial
music (jazz)
“a tendency towards
following one’s own
convictions in hopes of
finding an adequate
audience”.
Following one’s own
convictions is
important.
Voss &
Voss
(2000a:
67)
Non-profit
US theatre
“an organization’s
commitment to integrate
innovation into the product
development and marketing
process”.
Art form development
and innovation is
important for its own
sake.
Macaulay
& Dennis
(2006:
146)
Commercial
music (jazz)
“its producers (musicians) are
concerned with creating a
piece of music that fits their
own specifications rather than
those of the listener”.
Artists’ creative
development and
expression are
focussed on satisfying
internal desires and
requirements.
Camarero
& Garrido
(2008: 15)
Non-profit
Spanish
museums
“A product-oriented museum
assumes that visitors will
value its exhibitions for their
artistic quality and puts every
effort into conservation and
research” …“a product
orientation can be interpreted
as a mandate to achieve the
maximum from an artistic or
historic point of view”.
Artistic quality is
important and valued
by consumers.
Preserving an
historical legacy is
also important and
valued by consumers.
Fillis
(2010: 35)
Modern
visual art
(commercial
and non-
profit)
“product-centred
entrepreneurial creativity is
really what occurs in the
process of art for art’s sake
marketing” [with reference to
Meyer & Even 1998].
Pursuing art for art’s
sake is PO but can be
entrepreneurial and
creative.
72
Author Context Example Beliefs
Scheff &
Kotler
(1996)
and
Gallagher
(2012)
Commercial
music and
non-profit
performing
arts
Making taste and making
fashion (Gallagher 2012) and
confronting, stretching,
challenging, and educating
audiences (Scheff & Kotler
1996).
Artists should lead
audiences not respond
to them.
Childress
(2012)
Book
publishing
Personally fixating on the
product through personal
aesthetic preferences or
affective responses (Childress
2012).
Becoming
emotionally attached
is positive.
Bilton
(2017)
Creative
Industries
to “prioritise the integrity of
the product over the needs of
the customer” (Bilton 2017:8).
.
Product integrity and
authenticity are of
supreme importance.
product integrity and authenticity over consumer needs (Bilton 2017). These will be
discussed in turn.
3.5.2 Conviction
Holbrook and Day’s (1994) emphasis on ‘Conviction’ in Table 3.3 is relevant to the
contemporary music industry, because while record companies study consumer
behaviour data, even very senior executives state, right up to the present day, that
they will go against the market on the basis of Conviction:
“Sometimes everything in the marketplace is saying don’t sign this band, but
we’re a business that invests money in sheer blind passion, even when the
market says it won’t work. That’s how we’ve come to sign artists such as
Mumford & Sons and Amy Winehouse, artists that have gone against the
grain of what’s been in the marketplace before them” (Darcus Beese,
President of Island Records) (IFPI 2014: 19).
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It could be argued in the example above that the President is trying to ‘position’ his
organisation as being more artistically than market driven, but implicit in his
statement is a belief that blind passion may better inform decision making than
marketplace data. For commercial music, what has come before is not necessarily an
indicator of what will work in the future. To ‘make taste’ and lead the marketplace,
one may need to go “against the grain”.
3.5.3 Art Form Development and Innovation
Voss and Voss (2000a) conducted research into PO in an artistic context and
identified the PO belief in Table 3.3 which focused on ‘innovation’. This belief
points to the historical fact that within the history of Western music, innovatory
moments in the evolution of musical language and music as an art form did not arise
from consumer insight, but from artists pushing forward the art form often against
prevailing audience taste (Lissa 1965). Many of the most revered and currently
performed works in the classical music canon were premiered to audience apathy,
hostility or confusion, such as Debussy’s Pelléas et Mélisande (Pasler 1987),
Stravinsky’s Le Sacre du printemps (Chua 2007), the operas of Wagner (Lissa 1965),
and the symphonies of Mahler (Williamson 1990). This innovation within the art
form itself, with little consideration of consumer needs and preferences, marks the
history of Western music as being influenced by PO.  ‘Serious’ contemporary
composers writing in the classical music tradition have been observed to believe that
art form innovation is important in its own right (Jacobson 1968). Collectively,
modern composers experienced an enormous alienation from concert audiences in
the 20th century (Caves 2000), resulting from them being too PO, too focussed on
abstract art form development (atonal and serial composition) and too little on the
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audience experience. This concern that modern composers can alienate audiences
persists to this day (Eastburn 2018).
The music of Wagner for example was initially challenging and ground breaking. In
the nineteenth century, European classical music saw an increase in the frequency
and complexity of harmonic changes, so that the sense to the listener of a tonal centre
became destabilised (Lissa 1965) (a ‘tonal centre’ being the chord upon which a
listener could deem a section to have satisfactorily concluded). Wagner took this
further, such as the Prelude to his opera Tristan und Isolde, where the voice parts in
each chord resolve in unexpected ways, often chromatically (i.e., moving by a semi-
tone). This had the function of dissolving the sense of ‘what key the music was in’ at
any given point. The resulting harmonies had a logic and a beauty, and a constantly
varied colouring, but floated loose from the gravitational pull of a key centre (Lissa
1965). Lissa (1965) moves beyond these musicological observation to focus on the
audience response to innovation, and what must have then been required in terms of
the audience’s musical perception. She writes:
“The opposition to Wagner’s innovations (which made headlines in the press
and found expression in the Wagner-Hanslick controversy) was the sequel to
the demand of a radical readjustment that Wagner’s harmony made upon the
listener’s ear. There is nothing new in this: people always resist innovations.
The unfamiliar breeds opposition and negation, which stem from a reluctance
to break away from a familiar pattern of musical organization, and hence
also from a familiar method of musical perception rooted in a given
historical period. The leap made by Wagner’s style was much greater than
anything produced before him” (Lissa 1965: 277).
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Wagnerian chromaticism did not arise from focus group research or audience
surveys. It was the work of an artist focused on the art form itself, and his own
creative self-expression, which ultimately led audiences into a new aesthetic.
Macaulay and Dennis (2006) in Table 3.3 concentrate on the artist pursuing their
own internal focus and not reacting to explicit consumer wants or needs. As seen in
Chapter 2 (section 2.2.1), believing that an internal focus is a better means of driving
innovation is not exclusive to artistic contexts, but has been seen in relation to high
technology development as well (Workman 1993).
3.5.4 The Pursuit of Artistic Quality
In Chapter 2, section 2.2.1, it was observed that technical specialists such as
engineers and research scientists working in industrial manufacturing processes can
define product quality not in terms of consumer judgements, but purely in technical
terms with reference to: properties inherent within the product itself; the presence of
prized attributes (such as expensive ingredients); or, conformity or a lack of
conformity to technical specifications and requirements (Berthon, Hulbert & Pitt
2004; Garvin 1984; Reeves & Bednar 1994; Shaw & Shaw 1998). There is evidence
that these beliefs can operate in the arts sector. The PO belief provided in Table 3.3
by Camarero and Garrido (2008) has two aspects: ‘artistic quality’ and the
‘preservation of a historical legacy’. Artistic quality is not understood as something
defined by consumers, but defined by experts or an inherent quality of the product in
and of itself. The preservation of historical legacy is also product-focussed,
celebrating and preserving the canon of great works that have been received from
past care takers, and ensuring that the art form develops into the future. Among
classical music organisations, concern has been expressed about the ability of these
76
organisations to survive into the future and continue this role (Eastburn 2018; Scheff
& Kotler 1996).
3.5.5 Art for art’s sake
The PO belief in Table 3.3 provided by Fillis comes from his theoretical work
linking the belief in ‘art for art’s sake’ with product-centred innovation (Fillis 2006,
2010b). Fillis (2010) sees PO in the arts as being a greatly under-researched area,
with significance to arts marketing theory:
“Market orientation has received a large amount of attention in the
marketing literature but product-centred marketing has largely been ignored.
Visual art has long been a domain where product and artist centred
marketing have been practised successfully, and yet relatively little has been
written about its critical importance to arts marketing theory” (Fillis 2010b:
31).
Fillis (2006) sees the belief in ‘art for art’s sake’ as a defining belief in the arts
sector, and one that needs to be accommodated within marketing theory. Indeed a
belief in ‘art for art’s sake’ has been considered an orientation in its own right among
music managers (Ruud 2000), namely, an ‘artistic orientation’. It is seen within this
study as a belief which underpins PO. Victor Cousin is credited with formulating the
doctrine of ‘art for art’s sake’ (or l’art pour l’art) which argues that art must remain
separate from utilitarian, religious or political purpose (cited in Fillis 2006: 33).
In early nineteenth century romanticism, a number of ideas that inform PO and ‘art
for art’s sake’ took root (Williams 1958). These are voiced in the writings of English
Romantic poets and include ideas such as: the great artist as autonomous genius, not
subservient to the growing industrial markets; a dissatisfaction with, and a perceived
superiority to the ‘public’; and the rejection of popularity as a measure of worth
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(Williams 1958). Philosophies of the avant-garde also informed the development of
‘art for art’s sake’ (Fillis 2006). ‘Art for art’s sake’ releases artistic practice from
utilitarian concerns such as the need for consumer appeal, and is thus reflective of
PO. In this study, a managerial belief in ‘art for art’s sake’ is a belief that the artwork
itself and the artist’s creative needs are the proper focus of artists, rather than
commercial, audience or financial considerations.
Research to date (Fillis 2006) has largely focussed on the belief in relation to artists
rather than managers. Pursuing ‘art for art’s sake’ may result in conflict with
responding to audience preferences, an issue which has been raised by researchers
such as Holbrook (1998), Gainer and Padanyi (2002) and Kubacki and Croft (2004).
It has been observed in the literature (Brown 2011; Fillis 2002; Schroeder 1997) that
considering artists as marketing innocents, tortured by the marketplace and purely
driven by ‘art for art’s sake’ can be a poor stereotype, as some artists can be
brilliantly intuitive marketers. Brown (2011) argues that artists who disparage the
notion that they need audience praise and success, and position themselves as ‘art for
art’s sake’ aesthetes can be seen as following a marketing strategy aimed at
cultivating an artistic persona among the audience.
While there is to the researcher’s knowledge, no study of the degree to which music
managers follow ‘art for art’s sake’ themselves, or accommodate it on behalf of
artists, a study of theatre professionals concluded that they do need to balance
competing interests and ‘art for art’s sake’ is too simplistic a prescription to follow
(Lord 2012). This thesis sheds light on how this belief is dealt with by managers in
the music sector.
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3.5.6 Artistic Leadership and Challenge
Artistic Leadership is the belief that artists should lead audiences, not respond to
them, by making taste and making fashion (Gallagher 2012) and confronting,
stretching, challenging, and educating audiences (Scheff & Kotler 1996).
With regards to making taste and making fashion, there are many examples of
musical innovation being initially rejected by audiences, but subsequently becoming
enormously influential and appreciated among audiences. As touched upon in section
3.5.3, Gustav Mahler has emerged as one of the most popular classical composers of
recent times, yet his obituary in The (British) Musical Times stated that “two of his
symphonies have been performed at the Queen’s Hall, London, Promenade concerts,
but they failed to win popularity. The English public were apathetic to his music ...”
('Obituary: Gustav Mahler'  1911). There was a slow growth of interest in his music
the 1950s, a marked increase after 1960, and he was fully established by 1970
(Williamson 1990). Becker (1982), in his work on the sociology of music and art,
argues that both Debussy and Webern had to teach and train audiences. This is not
exclusive to music, and within the marketing literature Ian Fillis has described the
latent appreciation of Vincent Van Gogh (2002: 138). Stephen Brown has drawn
attention to the latent appreciation of Samuel Beckett’s play Waiting for Godot,
which received a disastrous première, but became a seminal work in twentieth
century theatre (2006a). Brown (2006) points out the problems this creates for
relying on CO in the creative development process, as had one attempted to rely on
CO to generate such innovative work, the poor initial consumer reception shows how
ill equipped consumers were to envisage, conceive or comprehend it.
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While the shifts in popular music may not be as dramatic as that attempted by
Wagner, there are cases in popular music where the initial launch of artists destined
for greatness resulted in failure or disappointment (Davis 2012). Clive Davis is
considered one of the industry’s greatest ever Artist & Repertoire exponents, and his
autobiography recounts a number of such examples: Bob Dylan’s first album Bob
Dylan did not sell well (2012: 37); Simon and Garfunkel’s first album Wednesday
Morning, 3AM did not make much impact and the duo split up (2012: 50); the
revamped Fleetwood Mac’s initial album disappointed (2012: 232); the initial results
of Aretha Franklin fell well below the level she would later achieve (2012: 278);
Whitney Houston’s self-titled album took 50 weeks to reach number one (2012:
311); the band Air Supply’s first US-released album flopped, they were rejected by
10 US record companies and were on the verge of breaking up (2012: 344-5); and
Sarah McLachlan’s success was slowly built up over time (2012: 416-7). The Beatles
were famously ‘passed on’ by Decca Records, and Elvis Presley’s initial attempt at
performing was a failure. Given that much of the initial creative work of these artists
was similar to what would eventually become successful, it can be argued that the
unfamiliarity required some audience adjustment.
Artists who attempt new things, whether profound changes to the very nature of the
art form, or more gentle inflections in genre, can be ahead of audiences and lead
audiences, with audiences gradually acquiring the aesthetic over time. The jazz
clarinettist Benny Goodman ‘The King of Swing’, commented “You need [the
audience’s] acceptance, but you never play down to them, or go to their level to
prove anything because if you do you’ve lost your own purpose” (Holbrook & Day
1994: 141). This vertical hierarchy implies that in terms of knowledge and
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sophistication, the artist is a better equipped to lead aesthetic development than
audiences. This is because of their expertise, and their intimate, daily connection
with the art form.
Noel Gallagher, a musician who rose to stardom with the band Oasis, makes the
point that great (commercial) music has led audiences rather than responding to them
(in an expletive laden interview at the 2012 Coachella music festival):
“… the consumer has become all more powerful now, and the consumer is
king. So, the consumer gets what he wants. But as I understand it, the
consumer didn’t f****** want Jimi Hendrix, but they got him. And it
changed the world. And the consumer didn’t want Sgt. Peppers, but they got
it… and they didn’t want the Sex Pistols but they got it. And now there’s an
attitude in the music business where it's like ‘well, let’s keep the consumer
happy”. ... “And who suffers is the artist, you know” ... “Let’s put it this way.
If a fashion house is a record label, right, like Dior, or all those big fashion
houses, do you think fashion would stay the same, if they asked the consumer
what they wanted to wear next summer? Why fashion always moves forward
and we all look different and have different haircuts and we[’re] all different,
is because fashion doesn’t focus group it to its f****** customers”
(Gallagher, 2012).
Gallagher (2012) argues that strikingly new developments in popular music were not
consumer-led, but led the consumer, and draws a parallel with fashion houses leading
audiences, proactively driving forward stylistic change, and telling audiences what
they should buy rather than responding to consumer demand. This quest to lead
audiences has been observed in relation to fashion brands such as Shanghai Tang
(Chua & Eccles 2009).
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On the subject of ‘leadership’, and the degree of leadership that is appropriate, the
Artistic Director of the Woolly Mammoth Theatre Company in the US, Howard
Shalwitz, comments:
“There’s a long standing Woolly mantra that we want to be one step ahead of
the audience, but not two. One step means someplace that they haven’t gone
before that really feels different and new and fresh and provocative. Two
steps means we’ve left them behind” (Cited in Lord 2012: 229-230).
‘Challenge’ is a concept related to Artistic Leadership that is defined in this study as
subjecting an audience to stylistic innovations or provocative content designed to
encourage the audience to explore other aesthetics or world views (Lord 2012). Non-
profit arts organisations attempt to expose audiences to new ideas, aesthetics, and
perspectives (Hirschman 1983; Lord 2012; Sorjonen 2011).
An aspiration by music managers to challenge and provoke audiences was found by
Sorjonen (2011) in her non-profit study of performing arts managers. Sorjonen
(2011) argues that ‘challenge’ is CO, as non-profit arts audiences want to be
challenged. This is a controversial conclusion, considering that audience alienation
can result from challenge, and some challenging music does not necessarily ever find
an audience (Boone, Declerck, Rao & Van den Buys 2012).
For managers in non-profit arts organisations, encouraging the aesthetic development
and growth of their audience, and encouraging tolerance and empathy towards
minority positions, can be considered a social duty and obligation (Lord 2012).
Through this, they perform a valuable social function as it forces audiences to
confront other value systems, perspectives, aesthetics and moral codes (Hirschman
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1983). This leads to greater intellectual diversity and greater potential for personal
and social change.
While management research has explored ‘aesthetic leadership’ (Schroeder & Fillis
2010), this has focussed on drawing insights from aesthetic domains to inform
managerial leadership. Artistic Leadership is proposed here as something different,
as a belief that artists should lead audiences, that they should ‘make taste’, ‘make
fashion’, challenge and stretch audiences, and take audiences on journeys that they
could not have imagined.
3.5.7 Emotional Attachment
In Chapter 2, section 2.2.1.2, it was observed that managers can exhibit Emotional
Attachment to the products they manage (Schmidt & Calantone 2002). In a variety of
industries, managers may  persist with a project beyond the point that would be
rationally defensible (Krill 1998), because they “can become emotionally attached to
their investments” (Krill 1998: 185). Within the creative industries, conscious
aesthetic preferences arise, in terms of what we personally ‘like’ (Halpern, Ly, Elkin-
Frankston & O'Connor 2008), as well as beauty judgements, tastes, (Nieminen, Istók,
Brattico, Tervaniemi & Huotilainen 2011) and affective responses such as feelings of
pleasure or displeasure (Müller, Höfel, Brattico & Jacobsen 2010). Creative
managers are not immune to these feelings (Childress 2012). The personal aesthetic
preferences of creative managers such as commissioning editors in book publishing
can influence the commitment they have to projects and the decisions they make
(Childress 2012). The degree to which managers believe that personally liking
creative work is important to professionally support this work, and the degree to
which they may become disengaged from the requirements of the marketplace
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through their own Emotional Attachment to the product has received little research
attention to date, but does so in this study.
3.5.8 Authenticity, Credibility and Integrity
The managerial belief being studied here is the managerial importance and
desirability of prioritising the authenticity, credibility and integrity of both the artist
and their music. ‘Musical authenticity’ has been defined in the music literature in
several ways, such as: (i) emotional truth - in the nineteenth century it was a
romantic notion focussed on “the degree to which the performer is able to convey the
emotional essence of the music” (Lindholm 2008:27); (ii) genealogical authenticity -
historical accuracy in classical music or “original purity” (Lindholm 2008:32) in
country and blues music; (iii) racial authenticity in the case of genres such as hip
hop, which is seen by some artists as a black art form (Reitsamer & Prokop 2017);
(iv) the moral authority of the artist whose motivations are pure, focussed on their
love of the art rather than financial influences (Beverland, Lindgreen & Vink 2008;
Bridson et al. 2017) and (v) an ‘anti-commercial’ commitment to retain one’s
original voice despite pressures to ‘sell out’ to mainstream, commercial pressures
(Lindholm 2008). To be authentic, the artist must be primarily motivated by self-
expression rather than financial gain (Davies 2001). It is this latter, anti-commercial
meaning that is used in this study, because PO can be at odds with commercial
demands, though the moral authority of the artist is also relevant.
Section 3.5.1 observed that ‘organic’ creative development processes are designed to
ensure and assert the sincerity, integrity and ‘realness’ of the artistic statement, all
hallmarks of authenticity (Bridson et al. 2017). Ordanini, Rubera and Sala (2008)
encountered integrity and credibility as something valued and protected by managers
84
at EMI Italy in a case study of Italian hip-hop artist Mondomarcio. Integrity and
credibility are concepts that are synonymous with authenticity in a music context
(Holbrook & Day 1994; Kubacki & Croft 2005).
The notion of ‘credibility’ appears to have a specific resonance for commercial
music, and is seen as being driven by critical acclaim and a belief that the music is
authentic, not ‘fake’ (Davies 2001, pp. 304-5), it is “intelligent and serious” and
“differentiated from ‘mainstream’ entertainment” (Davies 2001:306).
The literature can be quite negative about the motives and conduct of managers
within major record companies, who are seen to be manipulative, forcing artists to
adopt inauthentic positions (Davies 2001; Holbrook 1998; Kubacki & Croft 2004).
Pop music historians researching major record companies in the USA have revelled
in tales of ethical breaches that included bribery and payola, contractual and tax
fraud, extortion, mafia involvement, and the exploitation of black artists (Dannen
1991; Knoedelseder 1993). Musicians interviewed in a study conducted by Kubacki
and Croft (2005), associated the term ‘product’ with the commodification of culture,
and were concerned that the commercial activities which form the focus of record
companies forced them to compromise their artistic integrity. The conclusions to be
drawn from such studies is that commercial managers will have little belief in the
importance of authenticity.
However in an earlier study, Negus (1992) found that commercial music managers
promoted authenticity for practical considerations, such as that authenticity was an
important issue for audiences, and the artist needed to believe the project was
authentic to be the best advocate for it.
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‘Integrity’ shares with authenticity the commitment to place personal artistic needs
above other interests.  Holbrook and Day (1994:138) see artistic integrity as a
demand that “artists produce offerings that they think are good; that they remain true
to their own creative visions; that they pursue originality and innovativeness; that
they please themselves in the hope that what they offer will please not so much the
mob as posterity”. The ‘mob’ is actually a large consumer segment with its own set
of preferences, and thus the pursuit of integrity represents a refusal to serve them,
resulting in a potential reduction in audience size.
Holbrook (1998:415) sees artistic integrity as standing in opposition to ‘cultural
populism’ and involving hard work, aesthetic discrimination, discerning judgement
and  “the uncompromising pursuit of artistic perfection”. The pursuit of authenticity
supports PO because it insulates the product from the demands of the marketplace.
The focus is placed on intrinsic artistic needs rather than satisfying audience
demands.
Recent research (Klein, Meier & Powers 2016) has suggested that the goal posts may
be shifting in relation to perceptions of authenticity and selling out, with both artists
and audiences less judgemental about activities such as licensing music for
advertising usage, or signing to a major label.
In summary, previous research presents inconsistent accounts as to whether
managers, particularly commercial managers in major record companies, will be
supportive of authenticity (Negus 1992) or find it in conflict with commercial
imperatives (Davies 2001; Holbrook 1998; Kubacki & Croft 2004). This research
seeks to shed further light on these discrepancies. Now that PO beliefs have been
presented, attention will turn to CO beliefs.
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3.5.9 Consumer Orientation (CO) and Consumer Oriented Beliefs in the
Music, Arts and Creative Industries
To examine CO and CO beliefs in the music industry, the literature will be examined
in relation to three important CO concepts: Reactive CO (Levitt 1960); Proactive CO
(Narver & Slater 1990; Narver, Slater & MacLachlan 2004); and co-creation (Vargo
& Lusch 2004). Additionally two CO beliefs have been identified within the arts
marketing literature, and should be introduced: ‘Peer orientation’ and ‘art for
business’ sake’. ‘Peer orientation’ has been advanced by some researchers as part of
CO in an artistic context (Hirschman 1983; Sorjonen 2011) as the pursuit of peer
respect and approval is essentially an attempt to appeal to a target audience of
industry professionals. The inclusion of ‘art for art’s sake’ among the PO  beliefs,
warrants a counter-balancing ‘art for business sake’ among the CO  beliefs (Fillis
2006, 2010b). These beliefs are summarised in Table 3.4.
3.5.10 Consumer Orientation in an Artistic Context (Traditional, General
and Reactive)
As discussed in Chapter 2, section 2.2.2.1, Reactive CO involves asking consumers
what they want and giving it to them. Levitt (1960) saw CO, understood in a reactive
way, as being applicable to entertainment, arguing that Hollywood studios should
have been focussed on providing entertainment rather than focussed on a particular
product format such as movies, which would have prevented them missing an
opportunity with TV. In relation to record companies CO has been seen as “oriented
to satisfying current consumer preferences through exploiting established trends”
(Ordanini, Rubera & Sala 2008:18). As this involves responding to known consumer
references it can be seen as Reactive CO. Similarly in the context of non-profit
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Table 3.4: Selected CO beliefs and examples in an artistic context drawn from
the literature
Author / Date Context Example Beliefs
Levitt (1960:
45)
Commercial
entertainment
(cinema)
Asking consumers what they
want and giving it to them.
“Had Hollywood been
customer-oriented (providing
entertainment) rather than
product-oriented (making
movies), would it have gone
through the fiscal purgatory
that it did? I doubt it”.
Reactive CO
Ordanini,
Rubera & Sala
(2008:18)
Record
companies
“oriented to satisfying current
consumer preferences
through exploiting
established trends”
Reactive CO
Voss & Voss
(2000a:67)
Non-profit
theatre
“an organization’s
commitment to integrate
customer preferences into the
product development and
marketing process”
Reactive CO
Boorsma
(2006: 87)
Non-profit
and
commercial
arts
“an orientation to the co-
creative capabilities of
customers”.
Co-creation
Gamble &
Gilmore
(2013)
Record
companies
Consumer participation
through viral marketing, fan
contributions to brand
campaigns, user generated
content, vigilante marketing
statements from fans and
prosumer fan contributions to
the product.
Co-creation
Hirschman
(1983)
Non-profit
and
commercial
arts
Seeking approval and
recognition from peer
audiences such as industry
professionals.
Peer Respect
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Author / Date Context Example Beliefs
Fillis (2010) Modern
visual art
(commercial
and non-
profit)
A heightened importance is
placed on business and
commercial outcomes and
financial considerations,
compared to ‘art for art’s
sake’.
‘Art for business’
sake’
theatre, CO has been defined as “an organization’s commitment to integrate
customer preferences into the product development and marketing process” (Voss &
Voss 2000a:67) and the degree to which these are known consumer preferences can
be seen as Reactive CO.
It should be acknowledged that Reactive CO, and CO in general, has been questioned
as potentially not applicable to arts products which are “more abstract, subjectively
experienced, non-utilitarian, unique and holistic” (Hirschman 1983: 50). A number of
problems exist in relation to the application of CO in an artistic context, namely: (i)
that it is impossible to create new and original aesthetic metaphors coming from a
consumer-centric position (Boorsma 2006); (ii) the notion of producer and consumer
as distinctly separate entities does not necessarily hold within the art world, which
clashes with classical notions of market orientation (Fillis 2010b: 34); (iii) consumers
are just one stakeholder and “balanced centricity” appears more appropriate
(Gummesson 2008); (iv) consumer centricity is so ubiquitous it could not confer any
competitive advantage (Brown 2001, 2002a, 2003; Gummesson 2008).
Voss and Voss’ (2000a) work also challenged the assumption that strong CO will
lead to positive financial performance in an arts context, instead finding a negative
correlation between CO and financial performance. It has proven to be an influential
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study due to counter-intuitive results (for many) emerging from a large quantitative
study. The authors reflected that an audience of frequent theatregoers may respond
more positively to attempts to challenge, lead and educate them than consumers of
other products. They discussed the practical impediments to utilising consumer
insight to develop theatrical product, such as multiple segments, an inability of
consumers to articulate and envision future possibilities and the difficulty of
creatively realising any pre-defined ideas given the complexity of creative inputs
(Voss & Voss 2000a: 72).
Research of arts and music managers suggests that they too have some reservations
about the application of CO in an artistic context (Lord 2012; Ruud 2000). Managers
can believe that every musical product is different and so conclusions drawn from
consumer feedback on other historical products are not necessarily predictive
(Hesmondhalgh 2013). Market research is often dismissed by managers in music
organisations because they perceive it as only telling them what they already know,
and is thus backward looking, and lacking in imagination (Cuadrado, Gil & Mollá
2001; Negus 1992).
A series of interviews conducted in 2012 with artistic leaders of non-profit theatre
companies in the USA, saw a number of them believe that asking an audience what
they like, a key assumption in Reactive CO, is pointless. Keith Baker of the Bristol
Riverside Theatre commented “My experience has been that people don’t really have
any idea what they like” (Lord 2012: 294). With regards to feedback received by
audience surveys, Martha Lavey, of the Steppenwolf Theatre said the suggestions
“tends to be stuff that we’re aware of already” (Lord 2012: 259). This indicates a
resistance among arts and music managers to CO, but music manager beliefs about
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CO have received little research attention. It is true that market research and CO can
be more acceptable to managers when focussed on aspects of the audience
experience such as parking, concert guides and other services and amenities (Carù &
Cova 2005; Scheff & Kotler 1996). It should also be acknowledged that considerable
consumer-focussed effort can be placed by music managers into educating
consumers to appreciate pre-existing products, and eliminating barriers to their
appreciation (Jones 2000; Ruud 2000), but this is instead of starting with consumer
needs and seeking to satisfy them.
3.5.11 Proactive CO in an Artistic Context
As discussed in Chapter 2 (section 2.2.2.2), ‘proactive’ CO moves beyond asking
consumers what they want and then giving it to them (Narver, Slater & MacLachlan
2004). It seeks to proactively explore latent, future, unarticulated consumer needs.
Proactive CO involves some degree of consumer leadership: “To discover and to
satisfy the latent needs of customers is, by definition, to ‘lead’ them.” (Narver, Slater
& MacLachlan 2004: 336). As discussed in section 3.5.6, arts managers can believe
in Artistic Leadership (Lord 2012), but it appears different from Proactive CO as
Artistic Leadership is about telling audiences and shaping and stretching preferences
(Scheff & Kotler 1996) rather than deep listening and responding to needs.
As discussed in PO (see section 3.5.2), Conviction may be involved in such
leadership, and it may be inner directed. This has closer links to a pure innovation
orientation, which is more internally driven (see section 3.5.3), than Proactive CO.
For example, Narver, Slater and MacLachlan (2004:338) make this same distinction:
“innovation orientation is more of an ‘inside-out’ process that places greater
emphasis on company capabilities and interests. Proactive market orientation, as an
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‘outside-in’ process, places greater emphasis on customer needs”. Thus while arts
managers may seek audience leadership, a question mark exists over whether this is
Proactive CO or innovation orientation (PO). This study addresses this question in
the Chapters 5 and 6 Findings.
In the movie industry, most movie studios now employ highly sophisticated
statistical methods to analyse products, audiences and distribution patterns, but there
is still enormous resistance to using research to drive creative development, which is
seen to involve a degree of magic and alchemy (Bain 2017). Major record companies
use streaming data to obtain feedback on audience tastes, trends and audience
engagement (Greenberg & Rentfrow 2017; IFPI 2017). From this the companies
determine creative material that should receive marketing prioritisation (IFPI 2016a).
They also share data with musicians (IFPI 2017). However, the companies are not
using this to inform the development of new work, rather to connect artists with
audiences and identify which of the products released into the marketplace should
receive the greatest promotional attention and marketing support. There is little
research on whether music managers believe Proactive CO is achievable or desirable,
and this too is addressed in Chapter 6 (see section 6.2.3).
3.5.12 Co-creation and co-production
As discussed in Chapter 2, section 2.2.2.3, ‘co-creation’, managerially is “an
orientation to the co-creative capabilities of customers” (Boorsma 2006: 87). Some
researchers have made a distinction between ‘co-creation’, where the consumer
contributes to the creation of value, and ‘co-production’, where they contribute to
building a good or service (White, Hede & Rentschler 2009). Co-creation has also
been understood to involve granting more power and control to consumers to co-
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define and customise their experiences, while in co-production the firm may still try
to retain control (Chathoth et al. 2013). Within the creative industries, co-creation
has come to dominate (Hartley et al. 2013), it has been used synonymously with co-
production (Minkiewicz, Bridson & Evans 2016), it has even been used to refer to
User Generated Content (UGC) and consumers participating in the product
development process (Rathore, Ilavarasan & Dwivedi 2016). This study is interested
in the full potential of managers re-assigning power and involving consumers in
marketing processes, and so co-creation is used as the CO belief topic heading, but
where consumers actively contribute to the building of the core creative work, co-
production is used (Hoksbergen & Insch 2016; Lusch & Vargo 2006; White, Hede &
Rentschler 2009).
Within a music context, futurist Gerd Leonhard (2008) has written of music
becoming increasingly consumer-driven and consumer-defined. He believes that the
future of music is as a service and not a product, and that it will become a ubiquitous
utility like water. He also believes that it will need to re-adjust to a more
contemporary ‘cut and paste’ bricolage style culture, and rework its byzantine
copyright frameworks. This vision of music’s future is one that embraces the
potential of co-creation through enabling audience participation in reworking,
customising, and disseminating creative work (Leonhard 2008).
Gamble and Gilmore (2013) examined co-creation in a music context and saw five
opportunities for increased consumer participation, through: (i) viral marketing –
giving opportunities for fan customisation of videos and games to encourage online
word of mouth promotion from fans; (ii) sponsored user-generated branding, which
means fan contributions to brand campaigns, such as MTV using fan comments on
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music videos; (iii) user generated content from blogs to notating and sharing song
lyrics; (iv) vigilante marketing statements from fans such as uploading home made
videos to YouTube; and (v) ‘prosumer’ fan contributions to the actual musical
product, solicited by artists and record companies.
Researchers (Boorsma 2006) extending Vargo and Lusch’s (2004) work on co-
creation into artistic activity have emphasised the audience’s role in the creation of
meaning, which makes them co-creators in the artistic process. White, Hede and
Rentschler (2009) extended this work further, exploring through qualitative research
consumer participation in the creation of art experiences. They found that one
research participant modified her experience of art gallery exhibitions by listening to
music on her iPod. The researchers argued that she was actively managing the
environment to increase her appreciation of the artistic experience.
A series of interviews conducted in 2012 with artistic leaders of non-profit theatre
companies in the USA, found conflicting views on co-creation (Lord 2012). For
many, the paradigm shift was seen in terms of ‘enhanced engagement’. For an
audience member to have a transformative experience, they need to enter into an
interactive not passive process, where they receive contextualising material prior to
the event. They may need interpretative assistance during the event, and they need to
be given tools to help them process the experience after the event, such as sharing
their experience and interpretations with other audience members. For other artistic
leaders,  the new paradigm did not just relate to shaping the experience, meaning and
value of the event, but it goes further into actually impacting the artistic content of
the event itself. The artwork itself could become participatory, where stories relevant
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to the production could be sought from audience members, and worked into the
production (Lord 2012).
It is possible that even where the product itself is not co-created (e.g. a composer is
commissioned to write a piece of music), the meaning of the product can be co-
created, and managers may invite consumers into the process of meaning creation
(Carù & Cova 2005). It has been observed in the creative industries literature
(Maguire & Matthews 2012) that ‘cultural intermediaries’ such as music managers,
‘frame’ the artistic works they mediate. This framing involves assertions of quality,
legitimacy and significance and is designed to influence how artistic works are
perceived (Maguire & Matthews 2012). In the arts marketing literature, it has been
observed that new audiences for classical music can struggle to make sense of the
experience, and concert presenters can facilitate their appropriation of the artistic
experience, by the use of program notes or words from the conductor to help
orientate the listener and provide anchor points (Carù & Cova 2005). These anchor
points may include analogies, historical context, identification of moments of
significance in the music, the stated intentions of the composer, or evocative scenes
painted by the music such as the music being like “the Neva in St Petersburg when
the ice starts to crack” (Carù & Cova 2005: 48).
Over the past few years there has been increased academic attention placed on co-
creation and co-production within the arts (Bilton 2017; Miles 2017; Wiid & Mora‐
Avila 2018). The rise of music streaming platforms such as Spotify and increased
social media usage has transformed music consumption, resulting in consumer
practices such as: consumers packaging music into their own playlists and contexts
(Bilton 2017); consumers being invited to make an artistic contribution to the
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product (Miles 2017; Wiid & Mora‐Avila 2018); the increased creation of User
Generated Content (UGC) (Hoksbergen & Insch 2016; Wiid & Mora‐Avila 2018) to
the point where music managers can now speak of the development of the “UGC
space” and the development of lip synch music apps (IFPI 2017:20); the distribution
and sharing of content via social media or contributing to discussion blogs and
forums (Bilton 2017; Gosling, Crawford & Bagnall 2016; Minkiewicz, Bridson &
Evans 2016); and the shift of the concept of ‘genres’ to include ‘crowd-generated
music categories’ created by collaborative filtering software used on platforms like
YouTube (Airoldia, Beraldob & Gandinic 2016).
The degree to which managers in music organisations believe in the active, co-
creative capabilities of consumers, believe in designing processes that utilise these
capabilities, and believe in giving up a degree of power to consumers in this process
(Gamble & Gilmore 2013) has received little research attention to date. This study
addresses these neglected areas in the co-creation findings in Chapter 6 (see section
6.2.4), examining beliefs about co-creation among music managers, and its
relationship to strategic orientation.
3.5.13 Peer Orientation and the pursuit of Peer Respect
In terms of ‘peer orientation’ and seeking approval, recognition and respect from
peer audiences such as industry professionals (Hirschman 1983), managers can
believe that creating work that will appeal to one’s peers, both validates the work and
enhances one’s own professional reputation and career prospects (Lord 2012;
Sorjonen 2011). Sorjonen (2011) found a peer orientation among the non-profit
music managers she interviewed who admitted that their notion of success included
recognition and appreciation by colleagues.
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A peer orientation on the part of artists, and their pursuit of peer approval and respect
(Hirschman 1983) is of relevance to this study, as a manager allowing space for an
artist to pursue their own direction may in part be allowing them space to pursue a
peer orientation. In terms of empirical studies involving artists, a study (Abfalter
2013) of European performing arts organisations revealed that peer feedback was
considered by artists as more important than audience feedback. Peer audiences have
been identified by band managers as a very important target audience for commercial
bands (Saren 2015). Peers valued by artists can include other artists, industry
professionals, opinion leaders, and critics (Hirschman 1983), who are believed to
possess the requisite experience and sophistication to appreciate the true artistic merit
and challenges of the project. Peers may better understand the artistic challenges
faced by the artist, and provide a better sounding board than a normal audience
member. A study of 1960s atonal and serial composers (Jacobson 1968:37) elicited
the following comment from one of the composers: “I concern myself more with my
colleagues. They are the people who think essentially as I do, so there is a greater
chance that they will understand my work”. Tony Taccone, an artistic leader at the
Berkeley Repertory Theatre in the USA observed that: “every artist has their own
small, small group of people who they usually rely on to give them the God’s honest
truth” (Lord 2012: 301).
Record label marketing plans can specifically target peer audiences with promotional
attention (Macy et al. 2016). This is due to believing that an audience of industry
professionals can act as influencers for the project, particularly those close to the
media, stimulating word of mouth promotion to other target audiences.
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In terms of creating feedback links with peers and industry contacts, non-profit arts
leaders establish formal committees for the purposes of providing peer feedback. The
City of Birmingham Symphony Orchestra for example established an Artistic Forum
of trusted peer advisers, Board members, management and players, as a forum for
peer feedback (Webb & Dowling 2015). Non-profit peer feedback has been driven in
England and Australia by government funding bodies requiring funding recipients to
self-assess their own artistic excellence through peer review (Bailey & Richardson
2010). Formal artistic peer review processes can involve respected peers, critical
reviews in the press, international artists and other industry experts (Bailey &
Richardson 2010).
Trying to appeal to a reference group who will appreciate the finer nuances of a
musical or theatrical work, may result in less appreciation from a mainstream
audience unable to appreciate such subtlety (Caves 2000). Thus, there may be a
tension between maximising the economic potential of a project through achieving
mainstream appeal, versus maximising the artistic sophistication of the project by
appealing to a peer audience who can appreciate that sophistication.
Despite the danger of audience marginalisation, the pursuit of peer audience approval
can be considered CO on two grounds. Firstly, a peer audience is simply a target
audience, or an audience segment possessing certain characteristics, and so targeting
peers is no different to taking a CO view to target any other segment possessing
specialist characteristics. Secondly, the constituents of peer audiences, such as
industry figures, and critics, constitute an important group of opinion leaders who
can influence other consumers (Sorjonen 2011) as has been referred to in relation to
record label marketing plans (Macy et al. 2016). Placing heightened attention on an
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influential group of consumers who can stimulate the adoption of a product can be
seen as CO.
Hirschman (1983) also suggested that beyond a peer orientation, artists can pursue a
self-orientation, creating work for themselves, which is more PO than CO, driven by
‘Arts for Art’s Sake’. Self-orientation may be an orientation, but it is questionable
whether defining CO this way is helpful for music managers, as it equates satisfying
artistic urges with consumer satisfaction, which may or may not be true. CO within
the marketing discipline has historically possessed the opposite intent: to re-orientate
managers away from self-indulgence, and to be outward focussed (Levitt 1960).
How music managers are influenced by peer orientation has not been extensively
researched, and this study contributes to further research in this area (the Findings
are in Chapter 6, section 6.2.5). Managers such as Artistic Directors and A&R vice
presidents may see themselves as artists in their own right, and so may be as
susceptible to the pursuit of peer approval and respect as the artists they engage. Like
artists, managers can also wish to cultivate their professional reputations among
peers for the purpose of professional advancement.
3.5.14 Art for business’ sake
The final CO belief, ‘art for business’ sake’ has been equated with market and
consumer orientation (Fillis 2006, 2010b). In contrast to ‘art for art’s sake’, where
the artist is free from utilitarian concerns, ‘art for business’ sake’ possesses increased
concern over commercial outcomes and financial success. The concept of an artistic
‘commission’ for example involves tailoring an artwork to the requirements of a
patron, which possesses some degree of CO. Some theorists have also criticised as
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unrealistic the degree to which contributions such as Hirschman (1983) have
downplayed commercial and financial considerations (Meyer & Even 1998).
There is evidence that a more aggressively CO approach and business-led approach
to the management of music has been attempted in commercial music with mixed
results. There has been a number of attempts since the late 1980s to apply consumer
goods marketing approaches and principles to major record companies (Southall
2009). Butler (2000:344) cites as a problem for the arts world “the arrogance of
marketing ‘experts’ who feel that they can bring a marketing ‘toolkit’ from consumer
goods to the arts and ply their trade”.
Criticisms have been voiced in the industry over such approaches (Southall 2009).
For example, and to provide some contextual background, James Fifield was the
President and Chief Operating Officer of EMI Music from 1988 to 1998, and his
reign has been understood as financially successful (Southall 2009). He graduated
with an MBA degree majoring in marketing, and prior to joining EMI, rose to a
senior position at General Mills, the packaged goods company (Davidson 1996). His
approach to the development of creative work was “basic fast-moving consumer
goods manufacturing and marketing stuff” (Davidson 1996). In 1999, a new
Chairman of EMI, Eric Nicoli was appointed, who had been chief executive of the
United Biscuits Group (Southall 2009). The industry analyst Mark Beilby
commented that “there was a lot of talk about music being the classic consumer good
and him having experience in that area” (Southall 2009: 140). In 2007, EMI was
acquired by the private equity firm Terra Firma. Guy Hands, a venture capitalist with
sympathies for the consumer goods perspective, was appointed as the new CEO.
Music media observed that while those who worked in the music industry believed
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that it differed from other consumer products industries, Hands did not (Southall
2009).
This aggressive consumer driven approach started to alienate artists. The successful
British artist Lily Allen for example broadcast to the world: “I hate Terra Firma.
They’re wankers and they don’t know what they’re doing” (Southall 2009: 247). In
2008, Hands introduced another branded goods executive, Elio Leoni-Sceti to run
EMI’s recorded music division. In 2009, Damon Albarn, the artist behind the million
selling Blur and Gorillaz, commented “For me EMI doesn’t exist anymore” ... “they
got a guy in who previously sold bleach” (Southall 2009: 253). Nick Gatfield, a
former senior executive of EMI Music, gave a media interview after moving to Sony
Music, and claimed that he felt alienated by executives with fast moving consumer
goods backgrounds “trying to manage the business as if it was a production line of
inanimate products ....  Taking someone out of Procter & Gamble and putting them
in a music company – it’s just an uncomfortable fit” (Robinson 2011). Thus, the
tension that can be generated by CO beliefs within music organisations is
contemporary and vital. Applying CO to music organisations can be advocated as a
normative assumption - see for example Cuadrado, Gil & Mollá (2001) – but the
controversies that have waged over its application demonstrate the need for this
study’s exploration of PO and CO beliefs in large music organisations.
3.6 Interfunctional Implications of PO and CO Beliefs in the Music
Industry
“the relationship between A&R and Marketing is at the core of the music
business”…. “It is the meeting point of a number of tensions which can be
found refracted through the industry…” (Negus 1992: 63).
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This is not an organisational behaviour study, yet beliefs held by different managers
will have consequences for the organisation, such as implications for interfunctional
integration. Dougherty’s (1992) work on thought worlds (summarised in Chapter 2,
section 2.3) was extended into commercial music by Ordanini, Rubera and Sala
(2008) who examined the use of project teams and mechanisms at EMI Italy to
reduce the ‘cognitive distance’ between the artistic and marketing functions. Their
focus was knowledge transfer, and they found that project teams, joint decision
making, past project reviews, making insights explicit, and other mechanisms
encouraged greater sharing of knowledge. They did not focus specifically on
strategic orientation, but did find evidence that functional differences were creating
problems for integration between marketing and A&R managers. They observed that
marketing managers are more CO, possess specialised knowledge of how best to
reach the market, and possess a short term focus driven by sales pressures. A&R
managers are seen as possessing specialist knowledge about preserving and
developing the artist’s creativity and possessing a mid-term focus on artist
development.
The relationship between the A&R and marketing functions lies at the core of the
commercial music business (Negus 1992) and there is a historical struggle and
tension between these two functions in record companies (Negus 1999). Differing
assumptions about audience preferences and views on the relevance of audience data
have contributed to the conflict (Negus 1999). A&R have a greater affinity with
artists than marketing personnel do and need to have a closer working relationship
with them (Hesmondhalgh & Baker 2011). Negus (1992) found marketing staff were
more naturally inclined to synthetic ‘manufactured’ releases, and were sceptical of
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how ‘organic’ processes could be given commercial demands on projects. However,
Negus’ (1992) study is 26 years old, which is a considerable period given the music
industry turbulence during this period (IFPI 2016a). The number of A&R personnel
and their status has declined since the 1990s and the status of marketing has risen
(Hesmondhalgh & Baker 2011). Thus, the contemporary nature of this relationship is
largely unexplored and is addressed in this study in Chapter 6 (see section 6.3).
In regard to managers in the non-profit sector, it has been observed that in the 1980s
and 1990s funders of subsidised arts organisations sought to introduce strategic
marketing approaches and disciplines to traditionally product oriented organisations,
leading to tensions (Bilton 2017). Within symphony orchestras, severe conflict and
dysfunction has been witnessed between artistic and business managers over the
most basic assumptions, with artistic staff believing that a ‘good program’ for
example was determined by artistic merit, quality, integrity, and artistic challenge,
but business executives seeing it defined by audience appeal (Ruud 2000). The
conflict can escalate to a point where organisational participants speak of the
“enemy” and “war” (Ruud 2000:135), making coordinated action hard to achieve. In
terms of interfunctional communication, in a study of opera companies, marketers
complained that the only marketing ideas they received from colleagues in other
departments was complaints about publicity photos (Jones 2000). In a study of eight
Canadian performing arts organisations, a high degree of conflict was witnessed
between artistic and business functions (Reid & Karambayya 2016), though less
conflict was seen in a study of Australian performing arts organisations (Reynolds,
Tonks & MacNeill 2017). A series of interviews conducted in 2012 with artistic
leaders of non-profit theatre companies in the USA provided further evidence of a
103
tension existing between artistic and marketing functions resulting from PO and CO
beliefs. Lord (2012: 47) comments:
“We have heard from some of our interviews during this process that there is
often a tension between marketing impulses (and departments) and the
artistic staff – a feeling that the marketing staff can fall back on reams of data
(sales records, audience satisfaction reports, etc) in order to infringe, in a
way, on the artistic selection process” ... “those organizations that are
excelling at audience engagement and impact have figured out how to
harness the inherent tension between artistic and marketing staff and
transform it into something that allows each staff more information before,
during and after a work.”
The managerial interview feedback in the above study (Lord 2012) demonstrates that
differing beliefs in relation to PO and CO have organisational implications for
relations between the artistic and marketing functions. Such tensions could also be
potentially increasing with the rise of concepts like co-creation and co-production,
which demand greater consumer participation in creative work, which can be at odds
with more traditional, product-focussed attitudes among managers working in the
arts sector (Minkiewicz, Bridson & Evans 2016). Curators in museums and galleries
can exhibit a curatorial orientation, with a PO focus on the presentation of exhibits
rather than audience engagement (Minkiewicz, Bridson & Evans 2016). That said,
one non-profit arts organisation identified the potential for conflict, and instituted
measures to address it such as having the Artistic Director join the Finance
Committee, and allowing the general manager to have input into artistic direction
(Bailey & Richardson 2010). Little research effort has been devoted to understanding
these implications and any sector differences, which is an area that will be addressed
by this study in Chapter 6 (see section 6.3).
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Within the arts marketing literature there has been a call for a constructive
reconciliation of the dichotomy between ‘art for art’s sake’ (PO) and ‘art for
business’ sake’ (CO). For example, Scheff and Kotler (1996) argue that a pure
adherence to either orientation could not work in the performing arts, which requires
consideration of both the artist and audience. Scheff and Kotler (1996:38) say that at
its best, “along the continuum of art-centered and market-centered choices, the
ultimate product is the one in which the two concepts merge and become
indivisible”.
Dennis and Macaulay (2010) argue that there are obvious examples of artworks
which make a mockery of this either/or dichotomy such as Miles Davis’ 1959 album
Kind of Blue, which was a seminal moment in the evolution from bebop to modal
jazz, and which met with extraordinary critical and commercial success. A
qualitative research study with eight professional jazz musicians in the UK found
that the musicians did not conceive of it as a stark choice between music and
‘mammon’, but an artful reconciliation where they could delicately balance the two.
The writers conclude by suggesting that academics should retire the art versus
commerce debate (Dennis & Macaulay 2010). That said, there is evidence that the
debate has not been retired, with even recent articles speaking of how commercial
logics and imperatives can threaten aesthetic logics and imperatives (Kavanagh
2018).
Fillis (2002) has also called for new ways to conceptualise the tension between ‘art
for art’s sake’ and ‘art for business’ sake’, as the tension between these two
orientations “could result in creative sparks of art marketing enlightenment” (Fillis
2002: 134). He argues that the tension provides “opportunities for development of
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new solutions, feeding into a more meaningful and appropriate theory of art
marketing ” (Fillis 2002: 140). Fillis (2010) lamented the inability of marketing
theory to account for the appropriateness and success of product-centred marketing
among visual artists. Fillis (2010) celebrated the innovative potential of ‘art for art’s
sake’ driven, product-centric artistic creation. He considered leading consumers with
imagination and creativity as an example of entrepreneurial marketing competency.
Past literature have examined strategic orientation in music (Ordanini, Rubera & Sala
2008; Sorjonen 2011). Nevertheless, no study to date has sought to differentiate
between the beliefs held by key functional leaders and related this to strategic
orientation. Doing this as part of this study will allow a picture to emerge of
distinctive orientation differences and beliefs between functional managers.
Furthermore, no other published research study to date considers any distinctions
between managers of large music organisations working in the commercial sector
(Ordanini, Rubera & Sala 2008) or non-profit sector (Sorjonen 2011).
Thus, this study addresses gaps in the literature and focuses on areas of controversy,
both within the music industry and within the arts marketing literature. How music
managers embrace and reconcile such powerful, historical PO beliefs with CO
beliefs that are increasingly in the ascendancy (particularly co-creation) is largely
unexplored.
3.7 Conceptual Framework
Now that the key context has been covered, a conceptual framework can be advanced
that incorporates contextually relevant considerations discussed in Chapters 2 and 3.
As explored in Chapter 2 (section 2.5), in other industrial sectors, organisations are
required to reconcile different managerial orientations in the pursuit of product
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success and firm performance. The framework in Figure 3.2 (Reid & Brady 2012)
depicts the need for CO and other orientations to be successfully married with the
firm’s internal technical innovation capability to produce optimal outcomes. The idea
of having two orientations influencing a process, PO and CO in this study, can be a
starting point for defining the conceptual framework.
Figure 3.2: Improving firm performance through new product development:
The role of market orientation, new product development orientation and the
new product development process
(Reid & Brady 2012: 236).  Reprinted with permission from Elsevier.
In Figure 3.3 (Homburg & Jensen 2007), the thought world differences between
different functional managers (marketing and sales in their research), need to be
successfully married to lead to co-operation between the two functions. These
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thought world differences include PO and CO. The quality of co-operation between
the functions in turn leads to increased market performance.
Figure 3.3: Marketing and Sales Thought Worlds: Conceptual framework
(Homburg & Jensen 2007: 125.) Reproduced with permission of the American Marketing Association.
Figure 3.4 presents the conceptual framework guiding this study. The framework
depicts PO and CO managerial beliefs (depicted with the two large circles) as
underpinning beliefs exerting an influence on music managers and their strategic
orientation. This can be compared to the influence of the two overarching
orientations in Figure 3.2. While the study is not seeking to provide data on market
performance, like Figure 3.3 it attempts to examine thought world differences
between functional managers in terms of beliefs and strategic orientation and the
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Figure 3.4: Conceptual framework underpinning this study: PO and CO
managerial beliefs influencing strategic orientation in large music organisations
(Source: Researcher)
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implications this has for interfunctional co-ordination and co-operation in large
music organisations.
Naturally the artist’s own objectives impact the work of the music organisation and
need to be reflected in the framework (Crealey 2003),depicted on the left of Figure
3.4. In fact, as Crealey (2003) asserts, artistic innovation may be the most important
goal. The framework (Figure 3.4) follows Ordanini, Rubera and Sala (2008) (see
Figure 3.1) in seeing the artistic and marketing leaders potentially possessing
different orientations, which require integration for the benefit of the organisation.
CEOs are included in this study to provide a perspective on the relationship between
artistic and marketing leaders.
The influence of audiences is depicted at the right of Figure 3.4, potentially
providing a CO influence on managers. The outcome of the conflict or co-operation
arising from different beliefs between artistic and marketing managers can influence
the quality of the relations between the two functions. This in turn can influence the
market performance of the business unit, which has a feedback loop back to the
managers, but this study is not designed to provide insight into that final step of
market performance.
The literature (Hesmondhalgh & Baker 2011; Kaiser 2010; Negus 1992; Sorjonen
2011) suggests that the artistic leader is oriented towards creativity and integrity and
knowledge of artistic and aesthetic matters. The marketing leader is oriented towards
satisfying consumer demands and a knowledge of marketing, business and consumer
preferences (Ordanini, Rubera & Sala 2008). However, the degree to which these
differences remain true in such a dynamic environment with a growing focus on CO
is uncertain and there can be cognitive distance between functional and orientation
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differences (Nooteboom 2000). Thus the opportunity exists for both conflict and co-
operation.
3.8 Research Questions
There is considerable uncertainty and confusion in both the practitioner and
academic world over the way PO and CO should be employed and/or integrated, and
a significant gap between theory and practice (Fillis 2010b). If PO pervades the
sector so deeply (Hirschman 1983) and CO is in the ascendancy (Bilton 2017;
Hesmondhalgh 2013; Hesmondhalgh & Baker 2011), what do managers believe, and
how does this underpin and influence strategic orientation? What are the
consequences of PO and CO beliefs? Based on Chapters 2 and 3, this study explores
the following Research Questions (RQs):
RQ1: What managerial beliefs underpin product orientation (PO) and consumer
orientation (CO) in large music organisations?
RQ1a: How do managerial beliefs influence PO and CO in large music
organisations?
RQ1b: What are the implications of these managerial beliefs for large music
organisations?
These RQs are depicted in the Conceptual Framework figure (Figure 3.4). RQ1 and
RQ1a are depicted at the top of the figure in between the ‘Managerial PO Beliefs’
and ‘Managerial CO Beliefs’. RQ1b is situated in two places: (i) in the ‘Conflict and
Co-operation’ circle between the ‘Artistic Leader or Manager’ and ‘Marketing
Leader or Managers’; and, (ii) the separate ‘Quality of relations between Marketing
and Artistic functions’ circle further below.
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3.9 Conclusion
This chapter has presented the specific industry, organisational and managerial
context of large music organisations; the context in which the study is conducted. It
serves as a bridge between the literature review chapter and the method chapter.
Research gaps within this music context were identified, and have been utilised to
define the research questions. The chapter culminated in the development of a
conceptual framework. Now that this contextual background has been provided, the
method employed to answer the research questions is presented next in Chapter 4.
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Chapter	4:	Research	Method	
4.1. Introduction
The purpose of this chapter is to describe the research method employed to answer
the research questions presented and discussed in Chapters 1 and 3. The research
paradigm is discussed first, justifying the choice of an interpretive paradigm. A
summary of the approach taken with regard to research design, data collection,
sampling and recruitment, and data analysis follows. Steps taken to ensure rigour,
validity and trustworthiness are then presented before the chapter concludes with a
discussion of ethical considerations. Methodological limitations are addressed in
Chapter 8 (see section 8.3).
4.2 Research Paradigm
A paradigm is a framework or set of beliefs or assumptions that explain how the
world is perceived and guides action (Creswell 2013). This research is conducted
using an interpretive paradigm, which it will be argued is the most appropriate and
suitable lens through which to study the research questions. Insight is drawn from the
collective experiences of the participants to better understand the way they construct
meaning and make sense of their experiences (Gephart & Richardson 2008;
Golafshani 2003). An interpretive paradigm is appropriate for a study focussed on
the ‘thought worlds’ and beliefs of artistic managers, marketing managers and CEOs,
because it examines the lived experience of managers in large music organisations,
including how they make sense of their reality, how and what they believe, how they
construct meaning, and how they interpret the events they experience (Creswell
2013; Yin 2016).
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4.2.1 Choosing an Interpretive Paradigm rather than a Positivist Paradigm
In this section the ontological, epistemological and methodological assumptions of
the study will be outlined, and arguments will be provided for why an interpretive
approach has been chosen rather than a positivist approach. ‘Ontology’ refers to the
nature of reality (Creswell 2013), and studies conducted in an interpretive paradigm
assume no direct, unmediated access to an external reality. ‘Reality’ will be value
laden, plural, and constructed by individuals based on their personal experience
(Lincoln, Lynham & Guba 2011). This paradigm contrasts with positivist ontology
which assumes a single “real” reality that is apprehendable (Lincoln, Lynham &
Guba 2011). Postpositivist ontology possesses a belief in “real” reality but believes
that this reality can only be apprehended in an imperfect and probabilistic way
(Lincoln, Lynham & Guba 2011). An interpretive ontology is best suited to study the
personal ‘reality’ of an artistic or marketing manager whose perspectives may differ
due to different cognitive orientations, beliefs and values (Creswell 2013). Their
lived experience of working in organisations in terms of roles, responsibilities and
interactions will differ, which in turn shapes beliefs and understandings.
‘Epistemology’ is the study of what constitutes knowledge, including the relationship
between the researcher and phenomenon under investigation (Creswell 2013).
Interpretive epistemology seeks to understand subjective perspectives on the
phenomenon under investigation, as research participants self-construct their own
realities (Lincoln, Lynham & Guba 2011). This study explores the ‘perceived’
knowledge and subjective perspectives of the three different managerial types
(Creswell 2013). Perspectives are understood within a specific music organisation
context as discussed in Chapter 3, sections 3.2 to 3.6.
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Positivist epistemology assumes that research can achieve objective knowledge of
reality, with findings that are true and verify hypotheses which are then considered
laws or facts (Lincoln, Lynham & Guba 2011). Post positivist epistemology aspires
to achieve objective knowledge of reality but proposes facts and laws in a more
qualified, probabilistic way than positivism (Lincoln, Lynham & Guba 2011). An
interpretive epistemology is appropriate for this thesis as it is a study of subjective
managerial beliefs and perspectives.
In terms of methodological research assumptions, these relate to the process used by
a researcher to gain knowledge (Creswell 2013). Interpretive methodology
concentrates on capturing and understanding the participant’s perspective, and
qualitative methods are usually used (Lincoln, Lynham & Guba 2011). Participant
accounts and constructions are compared and contrasted with a view to reaching a
consensus and the researcher shares in the creation of meaning (Lincoln, Lynham &
Guba 2011). Significant emphasis is placed on contextualising the study and the
experience of the participants (Creswell 2013). In this study, significant emphasis is
placed on understanding the industry, organisational and managerial context, which
were the focus of Chapter 3. For example, the commercial and non-profit context of
managers is important to understand their beliefs, as each sector possesses different
characteristics (discussed in Chapter 3). For this reason these two sectors are
separated when presenting the Chapters 5 and 6 Findings and Chapter 7 Discussion.
Positivist methodology chiefly employs quantitative research methods executed
through experimental designs, proposing hypotheses that are verified or not (Lincoln,
Lynham & Guba 2011). Post positivist methodology employs experimental designs
but may employ qualitative methods (Lincoln, Lynham & Guba 2011). This study
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employs an interpretive methodology, concentrating on capturing and understanding
the participant’s perspective using a qualitative approach, and contextualises the
insights. Managerial beliefs and orientations arise from the data which may lead to
new beliefs emerging which had not been anticipated when the research was
designed.
It is an accepted practice for qualitative researchers to attempt to “come clean” about
their own stance and position, and the research paradigm in which they work
(Lincoln 1995: 280). The researcher undertaking this study has been influenced by
the writings of Stephen Brown in the marketing discipline. The researcher’s work
(presented in this study) to some extent builds on Brown’s (2002b, 2003, 2006b)
work by highlighting the difficulties that can be experienced when applying generic
marketing practices to music, arts and entertainment. Brown (1996) has also been a
robust critic of positivism within the marketing discipline. The researcher shares with
Brown (1996) a scepticism of how “iron, inviolate and universal” are the “laws of the
marketplace” (Brown 1996: 256).
4.3 Research Design
The ‘research design’ refers to the plan for conducting the study (Creswell 2013).
The design of the study flows from the chosen paradigm, and represents the planned
way in which the researcher intends to investigate the research questions, the way the
literature informs the study, the way data is collected and analysed, and includes
matters such as sample design (Creswell 2013; Denzin & Lincoln 2011b).
Qualitative research design, unlike positivist research design, does not assume that
the process can be fully planned, as the exploratory nature of the research process
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means matters can arise which were not originally anticipated or expected (Denzin &
Lincoln 2011b).
Figure 4.1 provides a depiction of the stages of the research. It depicts the multiple
case study process, which is part of the research design (Yin 2014, 2016), and
Figure 4.1: Stages of research
Idea Generation
Literature Search
RQ Conceptualisation
Define Research Procedure
Identification of Experts (Cases)
Consent Sought for Interviews
Ethics Approval
Stage 1 Stage 2
Stage 4 Stage 3
6 Pilot Interviews
Remaining Data Collection:
18 Interviews
Data Analysis: Theme and
Pattern analysis in NVivoDraw Cross-Case Conclusions
Discussion and Contrast with
Extant Literature
Refine Theory and Develop New
Literature
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involves research question development, case selection, data collection, data
analysis, drawing cross-case conclusions, and examining theoretical implications
(Yin 2014, 2016).  Prior to the identification of participants, the interview protocol
and other data collection instruments were developed. Individual in-depth
interviewing was chosen as the most appropriate method as discussed in section
4.4.3. The case study approach, having been introduced, will be discussed next.
4.3.1 Case Study Method
Of the many qualitative approaches available to the researcher, the case study is
chosen for this thesis. Case studies are a preferred approach when, as in this case, the
researcher is focussed on exploratory questions, the researcher has little control over
events and contemporary phenomena are being explored within a real-life context
(Yin 2014, 2016). Case studies have been shown to be well suited to the interpretivist
paradigm (Yin 2014, 2016).
In this study, each research participant is considered a separate case, and the unit of
analysis is the individual manager (discussed further in section 4.3.2). Individual
cases are chosen that best illuminate the research questions (Yin 2014, 2016).
Purposeful rather than random sampling ensures that while all research participants
share a common experience working within music organisations, each brings a
distinctive perspective from a unique context (determined by functional
specialisation and the non-profit or commercial nature of the organisations in which
they have worked). Anchoring the research in the concrete, lived experience of
practitioners, the researcher will be able to seek patterns within and across cases
(Eisenhardt & Graebner 2007), in terms of the themes, beliefs and relationships
identified in the literature review and conceptual framework (Chapter 3, Figure 3.4).
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While the researcher makes no claims that the sample is statistically representative of
large music organisations, multiple interviewees and multiple cases rather than one
single case demonstrate that any emerging findings are not simply idiosyncratic, but
based more deeply in varied empirical evidence (Eisenhardt & Graebner 2007).
4.3.2 Unit of Analysis
The unit of analysis is a component of the research design (Yin 2014, 2016) and
refers to the level of aggregation of the data (Davidsson & Wiklund 2001) which can
exist in a variety of forms such as individuals, dyads, groups, and organisations. The
unit of analysis in this study is the individual manager.
A focus on individual people as individual cases has been a strong tradition in case
study research, with the individual consequently understood as the unit of analysis
(Yin 2014, 2016). It is a manager who has beliefs (Coltman, Devinney & Midgley
2008; Frankwick et al. 1994) and it is the manager who is being interviewed. It is a
manager who will have an understanding, an interpretation, an orientation, goals, and
ultimately embody, enact and bring to life a belief, influenced by their functional and
occupational culture (Dearborn & Simon 1958). Studies in other creative industries
which examined orientation differences between marketers and other functional
specialists such as designers, chose the manager as the unit of analysis, not the
department (Michlewski 2008). The approach taken in this study is consistent with
other researchers (Michlewski 2008) examining managerial beliefs and orientations
in the creative industries.
Yin (2014) provided an example of a multiple case report involving six individuals.
He cited Kaufman’s (1981) The Administrative Behavior of Federal Bureau Chiefs
which focused on six chiefs, and synthesises findings thematically across the six
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cases (Yin 2014: 186). This study adopts a similar approach but extended the number
of individuals to 24 music managers.
This study also explored the organisational consequences that result from different
managerial beliefs, such as the impact on interfunctional relations. Interfunctional
relations can be legitimately explored at the individual rather than departmental
level, because information and resources flow between individuals, and individuals
serve as the primary link between departments (Ruekert & Walker 1987). Dougherty
(1992:183) used individual interviewing of employees for her data collection into
departmental thought worlds, arguing that interviews “are a valid means to assess
departmental interpretive differences”.
It is also likely that the type of role an individual manager performs will alter their
functional interactions and their experience (Negus 1992). For these reasons, the
individual manager is the most appropriate unit of analysis for this study. The
research explores managerial beliefs rather than departmental beliefs, though
individual managers’ views will be influenced by professional backgrounds and
departmental affiliations (Dougherty 1992; Homburg & Jensen 2007).
4.4 Data Collection
Interviews are an efficient way to gather rich, empirical data (Eisenhardt & Graebner
2007). They are an essential source of case study information, and in case study
research tend to be fluid, guided conversations (Yin 2014, 2016). Interviews in this
research were semi-structured to ensure the data collection was of relevance to the
research questions, but allowed flexibility in exploring the participant’s perspective
(Yin 2016). Semi-structured interviews of approximately 45 to 150 minutes duration
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were audio-recorded (after receiving consent from the interviewees) and transcribed.
They were intensive, in-depth interviews conducted with individual participants (see
section 4.4.3). The interviews were conducted at a time and place of the participant’s
choosing. The researcher also took notes to capture thoughts and ideas, including
themes from the literature that arose, and any thought provoking comments from the
participants.
4.4.1 Recruitment of Interview Participants
Potential interviewees were invited to participate in the research through email
correspondence, and/or through a message via the professional social media platform
LinkedIn. The generic email inviting prospective interviewees is provided in
Appendix 1.
Once the participant had agreed in principle, they were provided with four different
documents: a Plain Language Statement (Appendix 2); Consent Form (Appendix 3);
Withdrawal of Consent Form (Appendix 4); and Preliminary Questionnaire
(Appendix 5). It was made clear that the interviewees could contact the researcher at
any stage and could withdraw at any stage of the process. In a few cases, the forms
were completed well before the interview took place, but in many cases the
paperwork was completed at the time of the scheduled interview. Two hard copies
were brought to each interview, one for signature and one as a file copy for the
participant. The researcher went through the forms with the participant, explaining
them and answering any questions. Once the forms had been completed the interview
commenced. A summary of data captured via the Preliminary Questionnaire
(Appendix 5) will now be presented.
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4.4.2 Participant Profile Preliminary Questionnaire
Prior to the interview, participants completed a short questionnaire to provide
baseline demographic data that could be used to summarise the sample profile (see
Appendix 5). It sought data such as age, nationality, countries in which the executive
had worked, their educational background, and their professional background. The
participants were assured that any information that could identify any individual
participant (without additional subsequent consent) would not be publicly released.
The master participant table (Table 4.1) collates and summarises information chiefly
collected from the preliminary questionnaire. Data obtained from the preliminary
questionnaire are discussed more extensively in section 4.5.4.
It was also important to capture data on the functional and professional backgrounds
of participants, as this may influence the manager’s beliefs. The background of
CEOs is particularly important, given that the orientation of organisational leaders
can exert a powerful impact on an organisation (Abfalter 2013; Kohli & Jaworski
1990; Tucker, Ehr & Ogunfowora 2016). There is research evidence that consumer
goods and manufacturing firms who engage a CEO with a marketing background
will see an increase in the perceived importance of marketing and marketing’s
influence within the organisation (Homburg, Workman & Krohmer 1999). CEO
influence can also result in ‘institutionalisation’ where a certain functional
background can become entrenched, and may dominate, even where it no longer
meets environmental demands (Homburg, Workman & Krohmer 1999; Tucker, Ehr
& Ogunfowora 2016).
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Table 4.1 Master participant table
Participant Sector Loc. M
/F
Age
range
Yrs Work
status at
interview
Higher Ed. Functions Musical
genre
Artistic 1 Com. Aust. M 40-49 6.5 Current B.A. & Arts
Mngt
Marketing
A&R
All incl
pop
Artistic 2 Com. UK M 30-39 15 Current Music B.Sc. A&R Varied
Artistic 3 Com. UK M 50-59 15 Non-current
(Artist
manager)
A&R Varied
Artistic 4 Com. USA M 50-59 27 Non-current
(Consultant)
A&R Varied
Artistic 5 NFP Aust. M 50-59 12 Current Artistic,
Planning
Classic.
concerts
Artistic 6 NFP Aust. M 60-69 37 Non-current
(Opera
Director)
B.A
(Theatre)
Artistic Opera
Artistic 7 NFP UK M 50-59 35 Current B.A. &
Finance
Artistic,
CEO
Orch.
Artistic 8 NFP USA F 60-69 22 Non-current
(Consultant)
Music Artistic World,
Latin
Mkting 1 Com. Aust. M 30-39 7 Current Masters
(Arts
Mngmt)
Marketing
Artistic
Varied
Mkting 2 Com. UK M 40-49 7 Current MBA,
M.Sc.
Marketing Varied
Mkting 3 Com. USA M 40-49 21 Current Bachelor
(Music
Industry)
Marketing Varied
Mkting 4 Com. USA M 50-59 6 Non-current
(Music
retail)
MBA, BA Marketing Varied
Mkting 5 NFP Aust. F 40-49 8 Current B.Bus.,
(Mkting)
Marketing Varied
(Venue)
Mkting 6 NFP UK F 40-49 18 Current M.A.
Cultural
Admin
Marketing Orch.
Mkting 7 NFP USA F 40-49 10 Current B.A.,
M.F.A.
Marketing Varied
(Venue)
CEO 1 Com. Aust. M 60-69 29 Non-current B.Bus. CEO Varied
CEO 2 Com. Aust. M 60-69 30 Non-current All three Varied
CEO 3 Com. UK M 50-59 29 Non-current Business CEO Varied
CEO 4 Com. UK M 69+ 31 Non-current CEO,
Marketing
Varied
CEO 5 Com. USA M 60 21 Non-current Architecture
degree
All three Varied
CEO 6 NFP Aust. F 50-59 33 Current M.A.
(music)
CEO Classic.
concerts
CEO 7 NFP Aust. M 69+ 20 Non-current B.Com CEO Opera
CEO 8 NFP UK M 60-69 40 Current ARCM
(Music)
CEO Orch.
CEO9 NFP USA M 28 5 Current Theatre,
Mngmnt.
CEO,
Artistic
Music
theatre
For an explanation of abbreviations, see legend on page xiv.
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4.4.3 In-depth Individual Interviewing
In-depth individual interviewing is appropriate for this study, because it allows the
researcher to explore how meaning and beliefs are created, and explore
organisational processes that would be too subtle or complex for quantitative
questionnaires (Denzin & Lincoln 2011a), such as the development of creative work
in music organisations.
The research questions (see Chapter 3, section 3.8) seek to understand how
managerial beliefs underpin and influence strategic orientation (PO and CO), and the
implications of these beliefs. To employ closed questions through a quantitative
questionnaire would not allow beliefs to emerge and would not allow the
relationships between beliefs and orientation to emerge, which is an area that is not
fully understood. In-depth individual interviewing provides the opportunity for
beliefs and relationships to emerge and be understood from the manager’s
perspective.
In-depth interviewing possesses a number of strengths: it enables great depth and
comprehensive information, including contextual data; it provides flexibility in the
process of inquiry and opportunities for participants to expand, explain and clarify;
non-conformity and feeling free from the pressure of providing socially desirable
responses is easier for participants than in group settings; and, views are ascribed to
specific participants whose perspective can be studied in depth (Denscombe 2003;
Stokes & Bergin 2006). The disadvantages of in-depth interviewing include that the
researcher misses out on insights that might arise from participant interaction; the
process can be highly time consuming; data analysis is more difficult due to non-
standard responses; it does not provide a direct and reliable indication of behaviour
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compared with behavioural observation; and, interview recording can result in
inhibition and self-consciousness as a permanent record is being made of the
conversation (Denscombe 2003; Stokes & Bergin 2006). To reduce such potential
inhibitions, the researcher was careful to ensure the recording equipment, once
introduced, was not an intrusive part of the interview experience for participants.
It is possible given the researcher’s previous work in the industry, including working
with some of the research participants, that the researcher may have been viewed as a
‘peer’ by some. A study by Chew-Graham, May and Perry (2002) of peer
interviewing involving General Practitioners in the UK found that when the
interviewee saw the interviewer as a peer, they treated the interviewer as a
professional peer or a private confidante. This treatment could distort the interview in
two ways. The interviewee could exercise greater caution in their responses because
they felt they might be being subjected to professional judgement, or they could
become less inhibited because they felt they were among colleagues who would
empathise with their situation (Chew-Graham, May & Perry 2002). The researcher
was conscious of these potential biases throughout the process, and sought not to
encourage too great an informality, particularly where it might encourage heavy use
of company-specific jargon, shorthand, and shared mutual memories, which would
not be understood by third parties.
4.4.4 Interview Protocol
The interview protocol is reproduced in Appendix 6. It contains the open-ended
interview questions structured around a number of subject areas relevant to the key
research topic of managerial beliefs which underpin and influence PO and CO in
large music organisations. The interview protocol sought to: establish the nature of
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the participant’s experience of developing and marketing new creative work in large
music organisations; explore their understanding of the process of developing and
launching new creative work and accommodating artistic and audience preferences;
and explore important aspects of successfully launching a new piece of creative
work. It also sought to explore: the degree to which consumer metrics were
understood as goals of the process; the extent to which the organisation integrated
audience preferences and artist creative needs into the development of new work;
and, the relationship between functional areas, the balancing of artistic and
commercial demands, and the role of the CEO in resolving any issues that arose in
relation to the development of creative work.
The questions were intended as a checklist, as the participant may cover points and
issues in a different sequence to that stated. Thus, questions could be checked off
without interrupting the smooth flow of conversation. A quotation from popular
musician Noel Gallagher (reproduced as Appendix 7) provided another angle
through which to provoke and elicit discussion and bring to life the research area for
the participant, in an open and exploratory way.
The initial invitation to the participants to ‘tell the story’ of the development of a new
product/show/piece of work, provided an opportunity for participants to open up and
freely respond to questions from their own perspective. It is a ‘grand tour’ question
(Yin 2016), where through focussing on a concrete example, participants can
introduce reflections which they considered meaningful and important, the details of
which could be probed later (Carson, Gilmore, Perry & Gronhaug 2001; Yin 2016).
By allowing the participant to reflect on their experience it also provides an
opportunity for managerial beliefs to naturally emerge. The broad focus of the
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question provides an open platform where the interviewer is not leading the
participant, or forcing participants to respond to more narrow questioning on
concepts and research matters which the researcher considers important. When
Dougherty (1992) studied orientations such as ‘time orientation’, she did not ask
participants specific questions about timing and time orientation, she simply asked
participants to recount their experience of the way a key project had unfolded, and
then subsequently in the analysis phase looked at the responses in terms of time
orientation. Thus, in this study, instead of focussing interview questions on beliefs
that the researcher speculated may influence and underpin PO and CO, space was
created for beliefs to subsequently emerge through exploration and analysis of the
participants’ accounts.
Specific questions were introduced to probe PO and CO, and these were chiefly
based on concepts and relationships identified in Chapters 2 and 3 (see Conceptual
Framework, Chapter 3, Figure 3.4). Once a broad opportunity had been provided for
the participant to discuss the development of new creative work, and PO and CO had
been explored, the discussion turned to the reconciliation of these potentially
competing orientations, and interfunctional integration.
Question wording did slightly change in a small number of cases over the course of
the interview process to ensure the researcher was not guiding the manager in his or
her answers. For example, in the very first interview that was conducted, the question
probing interfunctional relations between the marketing and artistic functions was
stated as: ‘Have you ever experienced tension between the marketing department
and the artistic department around these processes of new projects/new work?’  This
wording was chosen to probe, but not to imply that tension was normal (i.e., a
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leading question would have been: ‘describe for me the tension that is experienced
between the artistic and marketing functions’).  However, as the interview process
unfolded, this question elicited responses such as laughter from some of the
participants for whom this tension was so ubiquitous that they could not conceive of
anyone not having experienced it. As a consequence of this reaction, the researcher
believed the question could benefit from being phrased in a more open and
exploratory way, so the wording was changed to: ‘How would you describe the
relationship between the artistic department and the marketing department?’ A small
number of additional questions were added in later interviews to probe specific
issues that emerged in the interviewing process, and to seek further contextual
information.
The interview process was also influenced by Dougherty’s (1992) study in which she
argued that asking participants to reflect retrospectively on organisational
experiences has “two important sources of potential distortion: memory failure and
attribution bias by the participant” (Dougherty 1992: 184-185). To address this
potential limitation, participants in this study were encouraged to base their
reflections and recollections in as much concrete detail as possible.
4.5 Sampling and Participant Recruitment
This section examines purposeful sampling, the geographical scope of the study,
participant selection criteria, and the profile of participants.
4.5.1 Purposeful Sampling
Purposeful sampling was adopted as the approach for selecting individuals with the
requisite experience and expertise of developing creative work in music
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organisations. Individuals were selected on the basis that they had relevant
experiences to illuminate the research questions (Carson et al. 2001) and
“purposefully inform an understanding of the research problem and central
phenomenon in the study” (Creswell 2013: 156). They were chosen purposively to
provide “relevant rather than representative information” (Carson et al. 2001: 87).
Marketing managers, artistic managers and CEOs were drawn from the commercial
and non-profit sectors, worked for a range of music organisations, and possessed
diverse career backgrounds.
Seeking highly experienced practitioners from different functional specialisations
such as artistic, marketing and general management in the sample served to
triangulate the study. One of the advantages of case study research is the opportunity
to use multiple sources of evidence (Yin 2014) in terms of different functional
perspectives. This “data triangulation” results in “converging lines of inquiry”,
corroboration of one participant by another, and greater accuracy in the research (Yin
2014: 120). Obtaining different functional perspectives on a shared process, the
development of creative work, enables contrasting assumptions and beliefs to
emerge, compared to asking one function in isolation, or ignoring the functional
context in the data collection.
4.5.2 Geographical Scope of the Study
Given the increasing internationalisation of music organisations (IFPI 2016a;
Simpson & Munro 2012) three different geographical territories were explored:
Australia, the USA and the UK. As discussed in Chapter 3, (see section 3.2.2), these
three music markets are highly inter-related and interdependent given their common
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language, similar audience tastes, and strong exchange of products and senior
management talent (Garofalo 1999; Lebrecht 2005; Simpson & Munro 2012).
The recorded music industry in Australia has been historically dominated by the UK
and USA (Naveed, Watanabe & Neittaanmaki 2017; Simpson & Munro 2012;
Verboord & Brandellero 2016). The industry has in recent years become much more
of a global phenomenon rather than a series of isolated individual markets “as the
relationship between corporate capital and musical culture has transcended national
boundaries” (Garofalo 1999: 319). This globalisation has also been assisted by the
digital distribution of music (IFPI 2017). Additionally, there has been a growing
international exchange of management talent, such as that between Australia and the
UK (Lebrecht 2005). Australia possesses similar market characteristics to the UK
and USA (Simpson & Munro 2012), but must adapt its artistic output and marketing
to the needs of a smaller, local market.
4.5.3 Participant Selection Criteria
In creating the sample, representatives were sought from three functions (CEO,
artistic manager or leader, and marketing manager or leader), from two contexts
(commercial and non-profit), in three geographical territories (UK, US, and
Australia). Twenty four participants were interviewed as summarised in Table 4.1. It
should be noted that Table 4.1 provides the type of organisation and genre
specialisation of the manager, so for example, Artistic 7, Marketing 6 and CEO 8
came from different orchestras. Large music organisations do not constitute a
homogenous body and representatives from a spectrum of organisations were sought.
In terms of what constitutes a ‘large’ music organisation, Table 3.2 presented in
Chapter 3, section 3.3.2, provided some quantitative parameters which differed
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across the commercial and non-profit contexts. The large non-profit organisations
included orchestras, opera and musical theatre companies, festivals, concert
promoters, and venues. The large commercial organisations were the the major
record companies. It should be noted that EMI was broken up and sold in 2012, yet
the data collection for the project took place just prior to that event.
All of these organisations had structurally separated their artistic and marketing staff
into discrete departments. Organisations which have departments of specialists can
experience interfunctional tension with regard to managerial beliefs (Dougherty
1992; Frankwick et al. 1994). All organisations worked with living artists in the
creation of new work. Artists have been seen to influence PO (Hirschman &
Holbrook 1982) and working with them has been seen as core to the work of music
organisations (Negus 1992). These selection criteria ensured that the sample
comprised managers from organisations who had the greatest potential to illuminate
the research questions (Eisenhardt 1989; Eisenhardt & Graebner 2007).
The major record companies are naturally significantly larger than non-profits in
terms of turnover, geographical scope and number of employees. However, despite
their size, large commercial record companies have traditionally operated
decentralised creative strategies (Bakker 2006), and it is at the level of the creative
hub (‘label’) that creative work is developed (Ordanini, Rubera & Sala 2008) and
this study is focused. As discussed in section 4.5.1, participants were sought with
extensive experience working in music organisations. The sample additionally
included participants who had moved from other industries so as to include their
perspective, and examine their comparison in relation to other industries in which
they had worked, such as consumer goods. Naturally participants also required a
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willingness to engage with the process. The researcher had a pre-existing relationship
with the vast majority of research participants, as the researcher had held
international roles with two of the major label groups. This made the recruitment and
execution of the plan more realistic to accomplish. In a small number of cases, chain
referral sampling (Biernacki & Waldorf 1981; Penrod, Preston, Cain & Starks 2003)
(also known as the ‘snowball technique’) was employed. ‘Chain referral sampling’ is
where a research participant refers the researcher onto other participants who have
experienced the phenomenon under investigation or possess characteristics of interest
to the researcher (Biernacki & Waldorf 1981).
In this study, the majority of participants were recruited through purposeful selection,
but there were three circumstances where chain referral sampling was used. The first
was where a commercial marketer in Australia recommended a colleague, a
commercial marketer in the UK. The researcher was experiencing problems
recruiting outside his professional network due to prospective participant concerns
about confidentiality. There was also the issue of low ‘social visibility’ (Biernacki &
Waldorf 1981), where prospective commercial managers were largely invisible in
terms of website profile and other publicly accessible information. It has been
historically difficult for researchers to secure access to commercial music leaders
(Lieb 2018). This recommendation by the Australian participant was appreciated and
followed up on, and ultimately the suggested participant became part of the sample.
The second circumstance was when a participant became unavailable due to work
commitments but recommended a colleague who was equally qualified. The third
circumstance was where the researcher was required to extend recruitment beyond
his professional network to increase the sample diversity to be more reflective of the
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broader population (Denzin & Lincoln 2011b). In the recruitment process, it became
clear that a female voice was lacking in the artistic manager sample, and a female US
Artistic Director was identified who agreed to participate. Restricting research
participation to only those recruited via chain referral sampling may create bias
(Penrod et al. 2003), which is avoided in this study through purposeful sampling of
individuals able to illuminate the research focus of the study.
4.5.4 Participants’ Profile
The master participant Table 4.1 includes managers who possess significant
international reputations in the music industry, in terms of their trade press profile
and having received honours and awards for their contribution to the music industry.
As observed in the previous section, achieving access to senior managers,
particularly commercial music managers has historically been hard for researchers
(Lieb 2018). Without the researcher’s previous relationships and shared experience
with many of the participants, it would have been difficult to convince them to
participate.
The average length of time the interview participants had spent working in the
specific context they were representing was 20 years. Many of the executives had
held very senior positions within the music industry, with one commercial CEO
having had 6,000 staff report to him at one point in his career, and another 3,000
staff.
In terms of age (Table 4.1), the marketers were younger on average than CEOs, with
less organisational experience. The non-profit Artistic Directors were considerably
older than their commercial counterparts. In terms of the gender balance, while
senior executive positions in commercial music were skewed toward males (Davies
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2001; Hendicott 2015; McCormack 2016; Philips 1995), the sample was designed to
ensure that a female voice was also present for each functional perspective (artistic,
marketing and CEO). In terms of education, the marketing executives possessed the
greatest formal business training. Some artistic managers did have business training,
but it was comparatively rarer. There was considerable diversity in the educational
backgrounds of the sample, particularly the CEO sample.
It should be made clear that not every participant was actively working in the role
they were speaking of with regard to their experiences (such as ‘Commercial CEO’)
at the time of the interview. Over 50 percent of the participants were actively
employed in the relevant position at the time of the interview. The 11 participants
who were not, held many years’ experience in the relevant position, and had an
ongoing involvement in the industry and so were aware of contemporary
developments. Two participants were effectively retired, but both were highly
experienced, and recruited into the study to shed light on specific areas. That is, one
retired CEO provided a complementary perspective to the reflections of one of the
non-profit Artistic Directors (they had worked together as CEO and Artistic
Director), whilst the other was sought to provide specialist insight into events within
a specific company at a specific time (which had wrestled with consumer goods
marketing approaches to music), and which was felt to be potentially illuminating for
the study in terms of CO beliefs in music organisations.
The majority of participants were actively working in music organisations which
ensured that their perceptions were anchored in the contemporary reality of a fast
moving industry, particularly commercial music (IFPI 2017; Simpson & Munro
2012). Among the commercial managers, two were currently working as an Artist
134
and Repertoire (A&R) Manager/Vice President, and three were currently working as
a Marketing Director/Vice President. The remaining commercial executives in the
sample were in the above category of extensive experience coupled with an ongoing
recent involvement (they had moved to become Board members of start-up
companies, freelance A&R consultants with contracts to major labels, artist
managers, and independent label managers). One advantage of recruiting participants
that were no longer working in the artistic, marketing or CEO role which they were
being asked to comment on, was that they brought considerable candour to the
interview, discussing issues that arose potentially more openly than those who were
currently employed in those roles.
4.6 Data Collection
This section summarises the process that was followed with regard to collecting data,
including the interview protocol, pilot interviews, main data collection and
transcription of interviews. One of the core commitments of the study is towards
transparency, and so the following account of the data collection and analysis aims to
provide a highly transparent description of the process.
4.6.1 Pilot Interviews and Interview Protocol
All interviews in the study were recorded with two digital voice recorders, the
second designed as a backup. Six pilot interviews were conducted, three in London
and three in Sydney, covering the three functional perspectives in both commercial
and non-profit sectors. These six interviews took place in June and July 2012, and all
executives except one were currently employed in the role (the Commercial CEO
had left the company and was now acting CEO of a smaller online entertainment
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company, and on the Board of two others). All interview participants appeared
engaged and animated by the questions and did not experience difficulties answering
them. The recordings were transcribed by the researcher and distributed to the
supervision team who expressed comfort that the interview protocol was yielding
rich data of relevance to the research questions. The transcripts were also sent to the
participants as a written record of the interview. Only one participant (the non-profit
Artistic Director) made subtle amendments, simply to clarify a few comments which
had been inaudible. He commented “They’re interesting questions, and it was nice to
have them asked in an interesting way. Because there are more ways to do it wrong,
than to do it right.” This gave the researcher confidence that the approach taken and
interview protocol were ready for the wider data collection process without requiring
any changes.
Of the six participants, only one (the Commercial CEO) refused to answer questions
that sought disclosure of concrete examples (e.g., ‘Tell me the story of …’). The
researcher interpreted this as being due to concerns about betraying artists’
confidence or for fear of disclosing commercially sensitive information. This same
executive had expressed heightened concerns over the confidentiality of the
interview. His concerns illustrated the problems of recruiting participants who were
actively serving in a Commercial CEO role. The fact that the other two commercial
executives and all non-profit executives were happy to disclose concrete examples
and reflections gave the researcher confidence that fears over confidentiality would
not compromise the data collection process. Even the executive who had been less
forthcoming had been extraordinarily candid in terms of his own views and general
perceptions. It should be noted that in the interview, participants were given the
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option of identifying artists or not identifying artists, and the researcher encouraged
participants not to disclose the identity of artists if the participant felt at all
uncomfortable about the disclosure.
Thus, after the pilot interviews it was decided that the interview protocol did not
require amendment. These interviews were therefore not separated from the others in
data analysis.
4.6.2 Interviews (Semi-structured)
After the pilot interviews, the main data collection phase of 18 further interviews
commenced, resulting in 24 interviews in total. The remaining Australian interviews
were completed first (August 2012), followed by the remaining UK interviews
(August and September 2012), and finally the US interviews (September and
October 2012). Seven of these interviews took place in offices, five in the
participant’s home, and six in other venues (such as cafés). The audio recordings
were transcribed as soon as possible after the interviews. To assist in this process, ten
of the interviews were transcribed by the Australian transcription service Transcriber
Online. The other eight transcriptions were completed by the researcher. The
interviews outsourced to Transcriber Online were meticulously checked by the
researcher against the audio recording. Once this check had been completed to the
researcher’s satisfaction, all transcripts were emailed to the supervision team and the
interview participant. In only two cases did participants request that the transcript be
amended, and both were minor matters (e.g. clarifying comments that were
inaudible).
The researcher’s involvement in conducting every interview, transcribing 14 of the
interviews, and carefully checking the other 10 resulted in a deep understanding of
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the data which was an asset in the data analysis phase in terms of coding and
determining patterns (Eisenhardt & Graebner 2007; Richards 2015).
4.7 Data Analysis
Computer-Assisted Qualitative Data Analysis Software (CAQDAS) was employed to
assist in the analysis of the 478 pages of interview transcripts. Such software has
been demonstrated to assist researchers in managing, sorting, matching and linking
data, with a resulting increase in the reliability, validity and transparency of studies
(Bringer, Johnston & Brackenridge 2004; Hutchison, Johnston & Breckon 2010;
Johnston 2006; Zapata-Sepúlveda, López-Sánchez & Sánchez-Gómez 2012). Of the
software packages available, QSR NUD*IST VIVO (henceforth termed ‘NVivo’)
was chosen for this study as it has been used extensively in doctoral research, with
journal articles available to provide guidance on its use (Bringer, Johnston &
Brackenridge 2004; Hutchison, Johnston & Breckon 2010; Johnston 2006).
The interview transcripts were imported into NVivo10 and a node structure created.
‘Nodes’ group together coded material in NVivo. Following Bringer et al. (2004) and
Hutchison et al. (2010), screen prints of the process are presented below to maximise
transparency. Figure 4.2 is an edited NVivo screen print, from the very first data
analysis phase. The two broadest categories of node are ‘Interviews’ (i.e., type of
participant) and ‘Theme’ (such as ‘PO’).
Within Figure 4.2, if one digs deeper into ‘Interviews’ contrasting perspectives are
created: called ‘sub-nodes’ or ‘child-nodes’ (top left hand corner). These included:
Artistic commercial; Artistic non-profit; CEO commercial; CEO non-profit;
Marketing commercial; and Marketing non-profit.  Clicking on any one folder, such
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as ‘Artistic non-profit’ brings up all the transcripts linked to that perspective which
are further sub-nodes.
Figure 4.2: NVivo node structure
Source: Researcher
‘Themes’ group together coded material which relate directly to PO, CO and the
research questions. Following Dougherty (1992) and driven by the research
questions, the interview transcripts were initially coded into the following themes:
PO, CO, ‘goals and priorities’, ‘descriptions of other functions’ and ‘perceptions of
the creative development process’. Each of these are sub-nodes and can be seen in
the right hand column in Figure 4.2 (‘beliefs’ were added later in the analysis
process). Coding was provided to the research supervisors and discussed.
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To further illustrate the transcript coding, Figure 4.3 presents a cropped screen shot
of a section of transcript belonging to a non-profit Artistic Director. The coding is
displayed on the right hand side through the coloured ‘coding stripes’. For example,
Figure 4.3: Transcript coding
Source: Researcher
the Artistic Director makes the comment “But I remember when that was last done
[an audience survey], it didn’t influence the direction that I thought we should be
taking.” He continues: “I don’t think you should be influenced too much by public
views”. In this excerpt, the Artistic Director describes concert programming as being
autonomous from consumer feedback and insulated from consumer demand. Within
the interview he argues that programming should be driven by a more long term view
on artistic worth, development of the art form, and long term cultural legacy. The
stripe beneath the word ‘Orientation’ denotes this is coded to Orientation, and the
stripe above denotes this is also sub-coded to PO. The participant goes on to explain
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that an audience of peers is important to him, and since peers have been seen as a
potential arts manager target audience (Sorjonen, 2011), this is coded to CO.
The analysis took place in phases. In the first phase, the researcher coded the
transcripts in NVivo, and compared and contrasted responses both within
perspectives and across perspectives. Preliminary findings were discussed with the
supervision team and presented at the Music and Entertainment Industry Educators
Association (MEIEA) Conference in New Orleans (March 22-23, 2013).
The researcher then returned to the analysis exploring other tools such as text queries
of word frequency. NVivo can determine the frequency with which words occur in
an interview transcript. It can generate aggregate word frequencies across a whole
category of research participant (e.g. ‘Artistic commercial’), thus enabling the
prevalence of key terms and the use of language to be compared and contrasted
across perspectives. The word frequencies can also be depicted as ‘word clouds’, (or
‘Tagclouds’ in NVivo parlance), where the size of a word in a Figure corresponds to
the frequency with which it occurs, and where small means less frequent and large
means more frequent. Figure 4.4 provides an example of a word cloud that represents
the frequency of a selection of key words by non-profit participants.
When analysing 478 pages of interview transcripts, it is easy for a researcher to seize
upon a comment, term or concept, believe it to be important, and argue for its
importance in the data analysis. However, a point raised by Bazeley (2009) is that
almost anything can be argued by selectively choosing and linking quotes drawn
from hundreds of pages of text. What constitutes greater analytical rigour is to
provide readers with a more objective indication of how widely the term or concept
was found across all of the participant accounts, how prevalent it was in the data, and
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thus how often it was not being introduced and not being used by participants. To
avoid such a problem, in an initial stage of analysis, the researcher conducted word
counts, used a visual representation of word frequency, and created tables which
examined the prevalence of concepts in the participants’ accounts to provide greater
objectivity and transparency.
Figure 4.4: Word cloud
academic accessible adventurous appeal appreciation art artform artist
artistic audience
audiences authentic awareness band brave break breaking buzz career
challenge communicate communicating communication community connect
connection consume consumer consumers contextualising conviction convictions
customer customers demand diversity educate educating education engage
engagement engaging excellence excellent experience famous fan field hit hits
image imagination imagine impact integrity joy knowledge longevity market
marketing merit missionmusic
number numbers orchestra participate participation peer product
profit public quality reaction recognised relationship repertoire
reputation research resonate response return revenue sales segment
segments sell selling social song soul standard standards story subscriber touched
trust vision volume worthy
Source: Researcher
Different types of word clouds were initially generated for each perspective (such as
Figure 4.4), and compared and contrasted across perspectives. Both raw word count
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frequencies from the transcripts were used, as well as searches for specific words
which the literature review showed to be related to PO and CO. These word clouds
were visually attractive, yet yielded little insight due to a number of factors. First, the
frequency with which a word is used such as ‘audience’ may have no relationship to
whether a manager is audience focussed. For example, Figure 4.3 shows an excerpt
of transcript where ‘audience’ is used four times by the participant, and this
frequency would contribute to the size of the word ‘audience’ in Figure 4.4. Yet, it
would be a mistake to infer that the frequency with which this word occurs indicates
strong CO beliefs on the part of the Artistic Director. For much of the excerpt, the
interviewee is actually dismissing the importance of audience research.
Second, the same word can be used with different meanings by managers. For
example, the word ‘ears’ can be used by a participant to denote professional
judgement that allows a manager to predict the commercial sales potential of a piece
of music. It can also be used in a less specialised way, such as “my ears hurt”. A raw
frequency count in a word cloud will not be sensitive to semantic differences that
arise from the context.
Third, managers described beliefs and concepts without recourse to any of the
technical terms or synonyms used in the research, and Nvivo lacked sophistication in
detecting conceptual similarity. For example, a word tree relating to ‘art form’ is
reproduced in Figure 4.5. Word tree analysis (Wattenberg & Viégas 2008) indicates
the frequency with which a word appears in a transcript or collection of transcripts.
However, it also provides the context in which the word occurs, which enables the
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Figure 4.5 ‘Art Form’ word tree
Source: Researcher
researcher to see how the word is being used semantically (Wattenberg & Viégas
2008). Yet, managers used a variety of other terms to speak of art form development,
not included in Figure 4.5 such as to ‘enrich the cannon’ of music, ‘advance the
field’ or create a musical ‘legacy’.
Finally, the inclusion of interviewer questions in the transcripts within NVivo, to
help structure the interview material, then appeared in, and skewed the word
frequency analysis. For example, words like ‘audience’ are part of the interview
protocol, and thus they are often introduced by the researcher and the participant is
often responding to the question, without the word being introduced naturally by the
participant. Due to these concerns, reading and coding was found to more accurately
capture related semantic content.
One advantage of word tree analysis was that it identified phrases which could be
probed more deeply. For example, Figure 4.5 contains the quote: “and probably not
serving the art form”. The word “serving” is interesting in terms of a manager’s
perspective, implying a sense of duty and obligation, which was found to be true of
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non-profit managers. Quotes which were identified through generating word trees
and subsequently analysed are included in the Findings (Chapters 5 and 6).
It should also be noted that participant attributes can be stored in NVivo, capturing in
the case of this study: gender; managerial perspective; country interviewed; context
(commercial or non-profit); age range; nationality; years working in music
organisations; work status (e.g., current, retired, consultant); higher education
attainment; and, stated orientation (artistically or marketing driven). The capturing of
participant attributes is illustrated in Figure 4.6.  Most of this information is
presented in the master participant table in Table 4.1, however, this coding allows the
Figure 4.6: Participant attributes
Source: Researcher
researcher to integrate and work with demographic and other information in the
analysis where it is of value. To provide greater analytical rigour, in the final stage of
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analysis the researcher followed Bazeley’s (2009) advice of conducting exceptions
analysis. This means that where generalisations were being formed by the researcher,
the researcher attempted to identify and explore clear exceptions and contrary cases,
to see what such cases might reveal about preconditions and supportive or inhibiting
contexts. For example, while interfunctional conflict between marketing and artistic
managers was accepted by participants as a fact of life working in large music
organisations, one artistic manager spoke of no conflict. Upon closer inspection, it
was revealed that she worked externally, defining the concert program as an external
consultant. She also participated as an artist in the concerts and had no interaction
with the marketing function.
The researcher took the initial findings and data analysis to a Summer Workshop run
by the Australian Consortium for Social and Political Research (ASCPRI) on
‘Applied Computer-assisted Qualitative Data Analysis using NVIVO’ (January 2015,
ANU campus, Canberra). Encouraged by the supervisory team to dig deeper into the
data, the researcher explored the emergent managerial beliefs, creating the inventory
of underpinning PO and CO beliefs discussed in the Findings (Chapters 5 and 6). The
researcher then revisited the literature, examining where these beliefs had been
previously encountered by researchers, in order to examine the originality of the
contribution.
4.8 Research Authenticity, Trustworthiness, Transparency and
Rigour
Due to the controversial nature of what constitutes ‘validity’ in qualitative research
(Lincoln, Lynham & Guba 2011), this section explicitly confirms the key criteria to
which the study aspires, and strategies that were employed to achieve these criteria.
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Research conducted within the interpretive paradigm should strive for
trustworthiness, transparency and authenticity (Lincoln, Lynham & Guba 2011). In
terms of external validity, the generalisability to other settings is addressed in the
discussion of limitations (see Chapter 8, section 8.3), but the positivist pursuit of
internal validity is replaced in qualitative studies with the pursuit of trustworthiness
and authenticity (Creswell 2013; Denzin & Lincoln 2011b). In terms of objectivity,
although the researcher does not position the findings as revealing the one true view
of reality, given that the research is conducted according to the interpretive
paradigm, care is made to disclose potential biases and conflicts of interest. The three
evaluation criteria of authenticity, trustworthiness and transparency will be discussed
in turn.
4.8.1 Authenticity
Research authenticity has been seen to involve striking a fair balance between
stakeholder perspectives and concerns, and acting ethically to encourage
inclusiveness and prevent marginalisation (Lincoln, Lynham & Guba 2011). The
researcher strives to allow the authentic voice of the participants to emerge.
A number of strategies were employed in this study to support authenticity. First, the
researcher acted to ensure that all participant perspectives were represented fairly and
with balance. For example, each research participant was provided with an
opportunity to review the interview transcript, in order to correct errors or potential
misunderstandings or misrepresentations. Second, the interviewer assured
participants that their perspective was being valued and heard, and encouraged
uninhibited engagement with the process. The participants were generally highly
confident and articulate given their professional background and responsibilities, and
147
so did not constitute a group that were vulnerable to having their views
misunderstood or marginalised through lack of confidence.
4.8.2 Trustworthiness
Trustworthiness is an important criterion for research being conducted in the
interpretive paradigm (Creswell 2013). A number of strategies were employed in this
study to increase the trustworthiness of the data collection, analysis and findings,
such as: asking participants to anchor observations in concrete details and examples;
the use of contextual sensitivity on the part of the researcher arising from his
previous employment in music organisations; use of CEOs to triangulate and
corroborate the artistic and marketing perspectives (Golafshani 2003); and, ensuring
theories and constructs were not imposed on participants but emerged from the
participants. For instance, the researcher did not ask participants directly about
beliefs but they arose naturally in the discussion. In addition to this, the researcher
provided participants with an opportunity to review and correct interview transcripts;
treated participants in accordance with ethical research protocols outlined in section
4.9 with a view to allowing participant voices to emerge (Lincoln 1995); and, sought
peer review of the research work through conference papers, book publication and
journal article submissions.
4.8.3 Transparency
Transparency is vital in research conducted according to the interpretive paradigm, in
terms of opening up the research process to scrutiny and disclosing important and
salient data, issues, limitations and potential biases (Carson et al. 2001).
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A number of strategies were employed in this study to increase transparency, such
as: making the researcher’s ontological, epistemological and methodological
assumptions explicit (outlined in section 4.2); disclosing the researcher’s previous
professional relationship with some of the participants; discussing the limitations
associated with the methodology (see Chapter 8, section 8.3); presenting the
evidence and basis on which conclusions have been drawn in the findings (Chapters
5 and 6); and, the disclosure of the educational and professional backgrounds of
research participants (see Table 4.1).
4.9 Ethical Considerations and Requirements
Ethical considerations such as informed consent, confidentiality, anonymity,
security, disclosure and fair treatment were all dealt with in this study. This study
was undertaken in accordance with Deakin University's Human Ethics Advisory
Group (HEAG) ethical guidelines and protocols. In May 2012, an ethics application
was made to the Human Ethics Advisory Group and approved the same month (see
Appendix 8). The materials submitted for approval included the Plain Language
Statement (Appendix 2), Consent Form (Appendix 3), Withdrawal of Consent Form
(Appendix 4), Sample Recruitment Materials (Appendix 1), Pre-interview Questions
(Appendix 5) and the Interview Protocol (Appendix 6). The ethical protocols which
have been observed ensure compliance with the Australian Code for the Responsible
Conduct of Research. This study conformed to the standard ethical practice of
informed consent, providing prospective participants with a detailed understanding
of the process, and providing participants with the ability to withdraw from the
process at any stage. Once data had been collected, it was coded to ensure
anonymity.
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The researcher also appreciates the point made by Lincoln (1995) that there is an
interrelationship between the standards of quality in interpretive social science
research and standards of ethics. Because of this interrelationship, section 4.8.2 on
Trustworthiness specifically mentions ethical research practice and the ethical way in
which the research has been conducted contributes to its trustworthiness.
4.10 Summary
In summary, this chapter began with establishing the fundamental assumptions
guiding this study and a justification for the use of the interpretive research paradigm
was provided. The research design and unit of analysis were outlined, as well as the
approach to selecting participants, collecting and analysing data. The chapter
concluded with a discussion of ethical considerations. The next chapter presents the
findings on PO in this study.
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Chapter	5:		Product	Orientation	(PO)	Findings
5.1 Introduction
This chapter presents the Product Orientation (PO) research findings in relation to
the conceptual framework (Chapter 3, Figure 3.4). This chapter addresses the PO
aspect of the first two Research Questions: (RQ1) What managerial beliefs underpin
PO in large music organisations?; (RQ1a) How do managerial beliefs influence PO
in large music organisations?
As the findings chapters (Chapters 5 and 6) introduce formal beliefs and argue for
their importance and influence, the names of the beliefs have been capitalised. With
regards to participant coding in the presentation of the findings, to protect the
anonymity of the research participants, managers are denoted by a code such as
‘Artistic 1’, ‘Marketing 1’ or ‘CEO 1’ to denote the manager’s functional
specialisation. The analysis of commercial managers is separated from non-profit
managers, and so the sector of a manager being quoted is readily apparent in the
presentation of the findings. The list of research participants was provided in Chapter
4, (see Table 4.1), and can be consulted for geographic, demographic and other
contextual information about each manager.
The findings in Chapters 5 and 6 seek to draw out insights of importance to the
thesis, to the managerial participants, and to the general body of knowledge.
Discussion in relation to the extant literature is held over for Chapter 7.
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5.2 Findings on Managerial Beliefs which Underpin and Influence
Product Orientation (PO) in Large Music Organisations (RQs 1 &
1a)
Seven PO beliefs identified in the conceptual framework (Figure 3.4) arose in the
analysis: Art for Art’s Sake, Absolute Quality, Conviction, Emotional Attachment,
Artistic Authenticity, Artistic Leadership and Art Form Development (non-profit
only). Two additional beliefs emerged in the analysis that did not arise in the
literature review: Nobody Knows and Artistic Autonomy. These are depicted with a
dashed line. All of these PO beliefs are visually depicted in Figure 5.1.
Figure 5.1: Summary of beliefs which underpin PO
………....denotes no evidence to support _ _ _ _ _ denotes emergent belief
________denotes evidence to support belief Source: Researcher
152
While managers used the term Art for Art’s Sake, and understood the concept, there
was little support for it, which is why it is depicted with a dotted line in Figure 5.1.
Each PO belief will be discussed in turn.
5.2.1 Nobody Knows (An Emergent Belief)
The belief that ultimately ‘Nobody Knows’ whether an artist or a piece of music will
be successful manifested most clearly in the accounts of commercial sector
managers. This group of managers portrayed the decision making context as one of
ambiguity and doubt, given the uncertainty of artistic outcomes and audience
reception. Past data were thought to be an unreliable basis upon which to make future
decisions. This is reflected in the comments of one of the artistic managers:
“If you ask the public what they want they can only point to what they’ve
already had. And the art of the record industry is presenting them with things
that they didn’t expect” (Artistic 3).
In the non-profit sector, there were similar uncertainties over artistic outcomes and
audience reception, yet managers appeared less concerned with the financial failure
of new work. Non-profit managers appeared less concerned with trying to anticipate
audience demand in an environment of uncertainty than presenting work that they
believed had artistic merit irrespective of its audience reception. This perspective is
seen in the following discussion of findings for each sector.
5.2.1.1 Nobody Knows and Commercial Managers
Commercial managers worked under the conscious understanding that most new
projects fail and they were unable to predict with any reliability which projects
would fail. One manager (Marketing 1) believed that the success rate for new
projects in his company had improved from one in ten, to one in three or four. Yet,
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even then, 66 to 75 percent of projects failed. Historical sales data were seen as poor
indicators of future performance: “There is no quantitative or scientific evidence
here, so people are largely arguing about what they think, what they feel, not what
they can prove” (CEO 1). Even major, successful artists with which the managers
had worked, such as The Spice Girls, had been viewed as doubtful at the time of
launch: “I mean at the very start nobody was sure whether that would hit or miss”
(Artistic 3). This inability to predict, in advance, the commercial value of artists
within the company, casts doubt on the organisation’s ability to realistically forecast
sales potential.
Another element that contributes to the Nobody Knows belief is that early sales data
for international superstar artists often failed to provide any indication of their
commercial potential – success came later. This meant that for new projects which
had been initially rejected by the marketplace, managers could invoke such stories to
call for patience and more time:
“Joan Armatrading, a great example way back, but I think it was her fourth
or fifth record that broke through on A&M. You know and there are a lot of
cases like that. You know Bob Dylan really didn’t sell much for several
albums… and can you imagine if they dropped Bob Dylan?  I mean Paul
Simon... there was Simon and Garfunkel, it was the second record that broke,
you know, so there’s so many cases that today they probably wouldn’t even
be given a chance again, and that is one of the big downfalls of the business”
(CEO 5).
High failure rates and a lack of self-belief in their own predictive ability led to self-
doubt amongst managers. These doubts needed to be masked when winning the
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confidence of internal stakeholders in projects such as CEOs, finance managers,
business affairs managers (legal), sales managers and international colleagues:
“you had to go around trying to convince people, and you didn’t really. You
kind of believed it yourself but you didn’t. You know what I mean? Because
there was always the worry that there’d be a downturn in the market or you’d
take it as far as you’ve gone or something” (Artistic 3).
In terms of uncertainty over artistic outcomes, having committed to the project prior
to the full artistic outcomes being revealed, commercial managers could commission
albums from major artists and find that the final result was largely un-releasable and
the creative process had completely broken down, as illustrated by the following
comment:
“we had four albums in development when I took over, each of which had
more than AUD$300,000 invested in them, that’s more than a million dollars
worth of stuff, none of which was sellable at all” (Marketing 4).
Managers were therefore required to build a coalition of internal and external support
around projects at the same time that artists were working on the creative
development. These internal stakeholders are described earlier in the section (CEOs,
finance managers, business affairs managers, sales managers and international
colleagues). The key external stakeholders were retailers and media. Managers
confessed to harbouring doubts as to what the final outcome would be and whether
the enthusiasm they were trying to instil in these stakeholders would be warranted
when the final work was unveiled.
Nobody Knows influenced PO in the commercial sector because it legitimised a
focus on creative product development independent of audience preferences. One
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commercial marketing manager who had entered the music industry from fast
moving consumer goods observed:
“What I found was that there was not only no use for the standard
[marketing] techniques, but there was a hostility toward them, as though it
was corporate bullshit that you were putting on them. They seemed to feel
that nothing could replace gut feel” (Marketing 4).
Research data on audience preferences were not believed to be overly helpful in
terms of guiding creative development towards a greater chance of commercial
success.
5.2.1.2 Nobody Knows and Non-profit Managers
Non-profit managers experienced doubts and uncertainty regarding audience
reception of new work, yet, concerns were lower than in the commercial sector and
financial expectations for newly commissioned work were lower. Instead of
primarily focussing on financial returns for new work, the non-profit assessment
involved wider assessment criteria. An artistic manager described how they would go
about assessing whether a new work was a success:
“we have artistic review panels at every concert. They make written reports,
we look at those, we get letters from people all the time, saying what they
liked and what they didn’t like. Then putting alongside that the personal view
of me [and key staff]. Generally if we feel the work is a failure, it has failed at
most of those levels... multiple levels. We have disagreements, you know, ‘I
think such and such a work was great, even though the audience didn’t like it
so much’ and vice versa. So it’s careful assessment on multiple levels”
(Artistic 5).
The criteria for determining the success of new experimental work involved broader
arts sector contributions, as described by a marketing manager:
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“The quality of the performance. The artistic development that may have
been involved, so for example, have you commissioned new work, have you
employed musicians, have you created a financial injection into the arts
community, as opposed to putting on that show, they’re the kinds of things we
think about” (Marketing 5).
Taking risks, challenging audiences and experimenting with genres were seen as
responsibilities of working in non-profit organisations, and a degree of challenge or
even audience bewilderment was to be expected, to the point where it could be
engineered: “So you always have to keep tensions going. So you can’t just deliver the
glossy sugar that you know people want” (Artistic 5). Challenging audiences,
providing new audience experiences and encouraging art form innovation were non-
profit sector expectations and enshrined within the mission of these arts organisations
(Sorjonen 2011). One orchestral CEO spoke of commissioning and presenting
experimental contemporary work and confided:
“Economically it was a nightmare. It lost me a fortune. And yet it was cutting
edge, it attracted people who were passionate about the music, and it served
a very small segment of the orchestra who were really interested in
contemporary music” (CEO 8).
Within the non-profit sector, managerial doubts and fears which characterised
Nobody Knows in the commercial sector did not arise in the same way, as financial
failure could be positioned (within limits) as an honourable failure because it
advanced experimentation and Art Form Development (see section 5.2.9).
Commissioning contemporary new work was seen as an inherently loss making
activity that required cross-subsidisation from safer repertoire programming. CEO 8
explained that by programming Beethoven symphonies for example, he would
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generate sufficient revenue to more safely program experimental repertoire. This
cross- subsidisation may even include being involved in commercial side ventures,
which he entered into to increase the organisation’s financial capacity to engage in
adventurous programming: “on a couple of weeks tour with Burt Bacharach I’d
make enough money to run a contemporary music series in Melbourne and make a
profit as well” (CEO 8). Managerial uncertainty did exist in relation to the artistic
outcomes surrounding new commissions, as creatively adventurous programming
entails risks, which was observed by one CEO:
“sometimes we’re presenting things that are so off the wall, and you’re
definitely taking a gamble with those things. And sometimes they find their
feet, and sometimes they really don’t” (CEO 9).
In summary, Nobody Knows was a belief that created the greatest angst for managers
in the commercial sector. Nobody Knows influenced PO in commercial music
organisations by undermining the perceived value of market and audience data at the
time of committing to projects. For commercial managers to succeed, they needed
consumers to support their projects, but received little confidence from market
research, resulting in doubts and uncertainty. Nobody Knows appeared less
influential among non-profit managers because they seemed less concerned by
negative consumer sentiment, or the uncertainty of the consumers’ reception, and
more likely to make programming decisions unilaterally, seeking to expand the
audience’s horizons. Commercial managers were more directly measured by
consumer appreciation and sales, and so the doubt and uncertainty over potential
failure was of greater concern to them.
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Nobody Knows appeared to be linked, as a precondition, to Conviction, which is
discussed next.
5.2.2 Conviction
A managerial belief in Conviction is a belief in the importance of resolutely pursuing
projects even in the absence of supporting market evidence. This study finds that
managers generally innovated from a place of Conviction: “trying to push our taste
on everybody else, and knowing or believing that you are right is part of a thing that
drives you as an A&R person” (Artistic 4).
Within the non-profit context, Conviction may be driven by a belief in artistic work
that the manager felt would advance the art form. Conviction for managers also
involved support of the artist’s Conviction as well as their own, and a stubbornness
and courage to overcome organisational inertia and internal criticism.
5.2.2.1 Conviction and Commercial Managers
The findings suggest that a belief in the necessity of managerial Conviction, in and of
itself, is held by commercial managers in the study across all functional
specialisations. Instead of responding to audience feedback or research data,
commercial managers generally innovated from Conviction.
While managerial Conviction is separate from an artist’s Conviction, it does rely on
it: ‘stars’ need to be able to “radiate belief and glory” (Artistic 2) and the manager
then takes the artist’s belief in their own work and amplifies it. It was vital for
managers that artists believed in their work, as it was the artist who had to stand
behind it in the marketplace and promote it in order for the project to succeed. If the
artist possessed no Conviction in their work it could also undermine the manager’s
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belief in them as an artist and as someone who could deliver a compelling project.
One CEO spoke of an artist who had come to his office to discuss potential projects:
“I said, ‘Well what kind of projects are you thinking about doing?’ He says,
‘Well you tell me; what kind of projects do you want?’ And I thought, ‘wow,
an artist with no ideas’…how can they possibly have the passion and the
belief that we’re talking about for something that’s actually going to connect
with people if they’re just like doing what the record company tells them to
do?” (CEO 5).
A lack of Conviction was even seen by managers operating at a more macro level in
preventing the emergence of great music:
“I think people don’t hold their nerve on music anymore, the sort of short
attention span of the audience is actually the fault of the short attention span
of the media channels that lose their nerve on something right away. You
know, the Beatles weren’t built overnight. We are complicit in this, where we
see a record’s not working, we pull it, or drop the band. You know, the
Beatles’ first record didn’t go to number one” (Marketing 2).
Being able to instil Conviction in others was an asset for managers, and in an
environment where the majority of new creative work fails, breeding a level of doubt
across the organisation, those involved in the creative development process needed to
be partisan advocates for the project: “You had to sell it internally before the people
could sell it externally. So yeah, you had to be the champion of the record” (Artistic
3). One manager (Artistic 1) saw himself as being in the belief-building business to
counter the doubts that can beset projects.
In a managerial environment where most projects fail, managers needed to fight hard
for the success of their projects, lobby support, and feel comfortable in an
environment of risk and uncertainty: “I think to succeed in the music industry, you
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have to have a much higher tolerance for risk, and I think that’s where people have
come undone” (CEO 1). A commercial environment is a financially accountable
environment, where one’s Conviction will be challenged by a variety of staff and
stakeholders on an ongoing basis. The “individual belief in something that is
showing no signs yet” (Artistic 2) will be challenged by financial managers, CEOs
and other internal stakeholders with:
“clear-thinking, business-focused, rational, often ruthless decision making
that affect individuals and artists, which needs to be driving the company,
because it’s commercial, and it involves money, and it involves the allocation
of money” (Artistic 2).
There is however a dark side to Conviction, as one manager with a long, successful
career articulated when he looked back self-critically on past failures, where personal
investment, personal advocacy, and personally trying to influence the direction of
projects had come back to bite him:
“And I can tell you I’ve been wrong millions of times and that’s very
frustrating because maybe I’m to blame because I pushed the record in that
direction, I pushed the act in that direction, I pushed the producer in that
direction, I pushed to get my vision across and maybe that was the wrong
vision, and I also pushed the company to go in that direction too, and that
was a mistake ‘cause it never worked. Was it a mistake because I was wrong,
or was it a mistake ‘cause the act didn’t do what it should have? Those
questions I don’t know if you can have the answers to, because you never
really know what’s going to happen until after you’ve made the commitment”
(Artistic 4).
This account was not shared in a positive light as a learning experience, but as a
painful confession of failures for which the manager saw himself as personally
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responsible. The negative emotion was in spite of the manager seeing these
consequences as an inherent and inevitable part of the processes in which he worked
and the role he played.
Commercial managers did have access to consumer data to inform decision making
from social media and e-commerce platforms, so much so that they complained of
information overload. This data had the potential to add to the environment of
uncertainty, and one CEO saw the attempt to slavishly monitor and integrate huge
quantities of consumer data as creating paralysis and undermining managerial
Conviction and resolve:
“All of these people have so many sources of information they don’t know
what is going on. It’s coming from everywhere… [You want to say] ‘Stop
with your books and research. Do you have an opinion? Otherwise I put in
somebody else’… Of course I think it’s a joke, but when people use it as a
shelter to cover their own incapacities, or their own lack of decision, or their
own lack of vision, they use everybody else’s opinion to forge their own
opinion. That’s bad. That’s bad. Have a view. Have a vision. Have an angle.
But have something” (CEO 3).
One manager (Marketing 4) had entered the music industry from Procter and Gamble
and had sought to bring in a more analytic approach to marketing. He had succeeded
in bringing greater sophistication into promotional and sales activities, but expressed
doubts as to how a more scientific approach could be applied to the development of
creative work. Thus, he found himself ill equipped to challenge the more Conviction-
based approaches he witnessed in the development of creative work.
A relationship appeared to exist between Conviction and the Nobody Knows belief
in the commercial sector. In an environment where the predictive value of market
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research data was seen as poor, unknown, or inconclusive, the full details of the
creative work take time to be revealed and the audience reception is capricious,
managerial Conviction was required to motivate project teams to drive the project
forward despite the uncertainties. Nobody Knows is a precondition for Conviction,
where the need for Conviction naturally arises and assumes importance in such a
context.
5.2.2.2 Conviction and Non-profit Managers
A managerial belief in the necessity of Conviction was observed among non-profit
managers across all functional specialisations, although it featured less prominently
than in the commercial sector. Non-profit managers did believe in the need for
courage and holding one’s nerve, but its prevalence in the descriptions of non-profit
managers was far less pronounced. As seen in the analysis of Conviction among
commercial managers, the data in this study suggests that the commercial
environment is one where high expectations are set against considerable risk, with far
more internal selling required. In the non-profit sector, the risk is accepted by all
stakeholders as an inevitability of the mission and the expectations in terms of
audience reception and sales for new commissions are generally lower. As one non-
profit marketing manager commented: “it’s not an industry that’s run on financial
drivers alone, and also it’s an incredibly speculative industry” (Marketing 5). The
more experimental and newer the work being presented, the lower the expectations
managers had for the size of the audience that would be attracted. Low audience
numbers didn’t necessarily mean that the project would be considered a failure:
“I think that you could program a new composer and have a low audience
turnout, but if the audience appreciate it and there’s good critical review,
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then I think you’ve taken the right decision and you’ll know you’re on the
right track” (Artistic 7).
Non-profit artistic managers believed that they needed to be personally invested in
the programming, “so my choice is just the stuff that I like” (Artistic 5). Personal
investment requires Conviction as it may result in them paying with their job if the
audience does not respond positively to their choices on a systematic basis: “if it
doesn’t work you can get rid of the person you know” (Artistic 6). Innovation with
Conviction can be even more ‘personal’ in the non-profit sector than the commercial
sector, because non-profit Artistic Directors often take a more high profile media
position than their commercial counterparts, personally associating themselves with
the project in the media and subscription marketing materials and publicly
advocating for it. Artistic Directors can also allow more of their own personal
aesthetic preferences and enthusiasms to be reflected in the program, investing
artistic output with their own signature and imprimatur: “the vision is my vision”
(Artistic 5).
Because non-profit artistic managers develop artistic programming from a position of
personal Conviction rather than market analysis, this personal investment makes
rejection by the public not just a rejection of the program but a rejection of the
artistic manager as a taste-maker and curator. Having taken a strong aesthetic
position, it is hard for them to retreat from that position without it being seen to
compromise their artistic integrity. Thus, the solution in the event of a perceived
failure of artistic vision is not compromising or reformulating the vision, but finding
another Artistic Director.
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Across both sectors, Conviction exerted the greatest influence where the decision
was made to commit to a project. Sophisticated analysis was more likely to be
employed later in the process when the product was defined and sales and
promotional activities were being planned. But the need for Conviction potentially
ran through the whole creative development process, particularly in the commercial
sector, where a manager needed to fight for their project and hold their nerve through
the uncertainties of bringing a project to market. Conviction influences the manager
to be more PO by legitimising the absence of market data in developing new work.
In summary, Conviction was generally stronger in the commercial sector. This
heightened influence was due to the fact that in the commercial environment, high
financial expectations were set against considerable risk, bringing far more internal
interrogation and a greater need for internal selling and advocacy. In the non-profit
sector, the risk was accepted by all stakeholders as an inevitability of the mission,
and the expectation in terms of audience reception and sales for new commissions
was generally lower because of the more experimental nature of non-profit
commissions. In both sectors the creative process is not a dispassionate, algorithmic
process, but one full of emotion, personal investment and Conviction. Other PO
beliefs can be pursued with greater resolve when managers believe in the necessity of
operating from Conviction such as Emotional Attachment to the product, which is
discussed next.
5.2.3 Emotional Attachment
Emotional Attachment emerged in the analysis as a belief by artistic managers that
their personal, emotional reaction to the music is an important indicator of potential
success. It was also a belief that was described and emphasised by one commercial
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CEO who emphasised the need for immediate emotional impact and saw music as
“spontaneously compulsive” (CEO 4). The belief brings with it the hope that the
music will elicit the same reaction in others. A positive personal response also
enables more convincing advocacy for the project by the manager and assists the
process of building belief in the project with other stakeholders. Artistic managers in
this study consistently saw their own reactions to the music and their personal belief
in the merit of the creative work as being significant. This belief was in spite of the
manager often not falling into the primary target audience for the product
(particularly in the commercial sector). Emotional Attachment shifts the focus away
from consumers onto the product itself, thus underpinning PO.
5.2.3.1 Emotional Attachment and Commercial Managers
The findings suggest that a belief in Emotional Attachment is held by commercial
managers in the study, principally artistic managers and CEOs, though it featured
less strongly and explicitly than some of the other beliefs presented in the findings.
Commercial artistic managers became Emotionally Attached to songs. Ideally they
wanted a song to have an immediate impact on them; they wanted to be hooked by a
song, and it was possible for them to fall in love with a song. In a world in which
Nobody Knows, if one’s own reaction is positive, it strengthens the belief that others
may respond in the same way.
Some managers responsible for the artistic output admitted that their own aesthetic
preferences could influence decision making: “nine times out of ten when an A&R
manager signs a band it’s because they liked them” (Artistic 4). There was also an
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expectation by managers that the artist would be emotionally invested in the project.
In fact, it could be concerning if this was not the case.
One artistic manager who had enjoyed an extensive career identifying bands, signing
them, and working with them to develop creative work, described the process of
signing a band, in which Emotional Attachment was present:
“So I am standing in this club, with a massive throng of people, with this
tension building in the room where there is no act playing but there is just
some sense that something special is going to happen. And then the guys from
the band come out from the dressing room, they stand on stage, the stage is
dark, and then the first strains of a song called [song title] come out, and it’s
the [band name], and I’m standing there and the chills are going up and
down my spine, watching the first eight bars of this song, and I turned to the
guys I worked with, [name] and [name], and I said ‘Guys, we’ve got to sign
this band, we’ve got to sign them, they’re amazing’” (Artistic 4).
The description by this artistic manager is clearly not a dispassionate analysis of
consumer trends and preferences or other market data. It is an emotionally charged,
personal account of a concert experience, in which chills are going up and down the
manager’s spine. It should be acknowledged that the response of an audience is part
of this experience, but the manager describes his own reaction, not the reaction of
other audience members. The speed and immediacy of the reaction is also notable,
with the emotional reaction taking place almost instantaneously, within “the first
eight bars” (Artistic 4). The personal reaction to the music is considered important
and a key determinant in pursuing the project.
Songs are seen as emotional products that must grab attention in an immediate,
spontaneous way, as illustrated by the following quote from a CEO:
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“music is absolutely spontaneously compulsive, if you can put those two
words together”… [a] really emotional reaction that it gives to an individual,
[who says], I’ve got to hear that now, I’ve got to hear it again, I want it, I
want it…that’s the starting point of everything to do with music, you’ve got to
like it, and you’ve got to want to hear it again” (CEO 4).
Two other commercial CEOs (CEOs 2 and 3) affirmed the importance of initial
emotional reactions to a song as the first stage in getting behind a project. Of all the
disparate products they could support, this emotional reaction was one filter which
could be used to whittle down the field in selecting priorities. Attempts to build a
managerial consensus around supporting and investing in an artist or a piece of work
were considerably enhanced if the key decision makers had experienced an
immediate personal connection to the music.
5.2.3.2 Emotional Attachment and Non-profit Managers
The findings suggest that a managerial belief in Emotional Attachment is held by
non-profit artistic managers but it was less explicitly and extensively discussed in
this sector compared to the commercial sector. Non-profit artistic managers can
anchor their artistic choices in their own personal aesthetic preferences, enthusiasms
and attachments, which then lends their programming its distinctive imprimatur and
signature: “So my choice is just the stuff that I like” (Artistic 5). This personal focus
was criticised by non-profit marketing managers in the study as being potentially
removed from audience preferences and thus creating work for them as marketing
managers to create a bridge to the audience. For example, Marketing 6 bemoaned
conductors who make artistic choices without any reference to audience preferences.
Emotional Attachment and personal preferences appeared to have the greatest
potential influence on projects in the initial stages where artists were signed and
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material commissioned. This belief led managers towards PO at the start of the
creative process, where the decision was made to commit to a project.
It should be acknowledged that if a manager did not possess any Emotional
Attachment or emotional reaction to the music that this may not be an impediment to
them getting behind the project. Managers may still believe the project possesses
artistic excellence or that it is contributing to commercial outcomes for the
organisation, which in the non-profit context could be matters such as maintaining
financial solvency or catering for a particular audience segment. This commitment in
spite of personal ambivalence is covered further in relation to the CO belief Aesthetic
Agnosticism (see Chapter 6, section 6.2.6).
In summary, it became clear that managers in the commercial and non-profit sectors
had differing expectations of the personal impact they hoped new work would have
on them. The influence of Emotional Attachment manifested more strongly in the
accounts of artistic managers in the commercial sector, where the aim was an
immediately positive audience reaction. Commercial songs are designed to create an
immediate connection with listeners, a catchiness, and managers could have this
expectation themselves. In the non-profit sector, work that was immediately
appealing and emotionally compelling could be perceived in the opposite way as
shallow and insufficiently exploratory, adventurous and challenging. While non-
profit managers wanted to believe in the artistic merit of the products they were
developing and promoting, they held lesser expectations that the music would have
an immediate impact on themselves in the manner of a popular song. The focus in
new commissions was on creating challenging work that was going to push forward
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the art form as discussed further in the PO belief Art Form Development (section
5.2.9).
5.2.4 Art for Art’s Sake
Given the attention that Art for Art’s Sake has received in the literature (Fillis 2006;
Hirschman 1983; Kubacki & Croft 2004), and its connection to PO, it may have been
anticipated that this belief would loom large in this study. But that proved not to be
the case. In both the commercial and non-profit sectors, Art for Art’s Sake was seen
by managers as far too simplistic a belief to be adopted in any meaningful way: “I
don’t believe in ‘Art for Art’s Sake’” (CEO 1).
5.2.4.1 Art for Art’s Sake and Commercial Managers
Within the commercial sector, Art for Art’s Sake was seen as too simplistic and was
largely rejected. Managers argued that artists who wished to pursue Art for Art’s
Sake should self-distribute their own work or work with independent labels, not
major commercial record companies: “if you’re entirely married to the view that you
want to be art for the sake of nothing else, you might not necessarily be best suited to
certainly an organisation like ours…” (Artistic 2).
Instead of seeing Art for Art’s Sake versus Art for Business’ Sake as a dichotomy or
irreconcilable tension between artistic and commercial imperatives, managers
believed they brokered these decisions all the time in a perfectly natural way to the
point where: “I don’t really see it as a conflict” (CEO 5). In fact, reconciling artist
aspirations or creative impulses with marketplace realities and consumer preferences
could be part of a manager’s whole raison d’être: “I feel like my main role is to be a
translator between marketing and art, between art and commerce, between music
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and business” (Marketing 2). The challenge for managers was not to adopt Art for
Art’s Sake, which they saw as impossible, but rather to channel any Art for Art’s
Sake aspirations from artists in the most commercially advantageous way. Managing
and re-directing the Art for Art’s Sake aspiration of artists, or creative ideas that
appeared commercially problematic, was approached through diplomatic negotiation
rather than as a directive, as one marketing manager described:
“of course we have to have difficult conversations with our artists, and say,
‘This is a really bad idea’, but equally if we sit down, instead of saying, ‘Do
you know what, we’ve researched and this is a s*** idea,’ you get that
reaction [i.e., negative], whereas this, ‘Well why do you want to do this;
what’s the motivation behind it; why at this moment in your career creatively
do you feel this is right; and look, by the way, this is the kind of current read
of you in the audience; so let’s put all of this together and let’s work out what
we think jointly is a sensible course of action” (Marketing 2).
Instead of the artist’s creative aspirations being considered primary and untouchable,
managers sought to broker and reconcile the artist’s deeper motivations with the
realities of the marketplace. The goal was to ensure the artist retained a belief in their
creative direction without potentially moving so far away from their audience that
they lost them.
5.2.4.2 Art for Art’s Sake and Non-profit Managers
Within the non-profit sector, Art for Art’s Sake was occasionally raised by managers,
but in much the same way as in the commercial sector that it was too simplistic a
belief to govern artistic programming as there are many other considerations. For
example, the researcher asked one artistic manager (Artistic 6) whether he was
marketing or artistically driven and he took 1,654 words to answer the question (with
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the question re-stated at one point), trying to impress upon the researcher the
complexity of opera programming, and the artistic, operational, marketing and
financial considerations that needed to be reconciled. Adopting an Art for Art’s Sake
approach he considered to be naïve and impractical. This inability to follow Art for
Art’s Sake became a theme among managers and a non-profit CEO commented
along the same lines:
“I feel like as much as you set out in every circumstance to the pursuit of
artistic integrity, the reality is it’s not always that can be your first preference
at the end of the day. And I think there’s so many stakeholders that have big
pieces of the pie, and a big part of the decision making process, that
unfortunately does sometimes become less artistic and more about what’s
going to be marketable, what’s going to sell tickets” (CEO 9).
One marketing manager spoke of more traditional classical artists being driven by
this belief: “most core artists are doing Art for Art’s Sake” (Marketing 7), but as in
the commercial sector, the fact that artists were driven in this way did not necessarily
mean managers themselves were similarly driven, rather they needed to
accommodate and reconcile this artist belief within a larger picture and portfolio that
they controlled. This portfolio approach was described by CEO 8 in 5.2.1.2 (Nobody
Knows) where the manager programmed safer repertoire to financially offset more
experimental repertoire.
Only one manager came out with an emphatically positive statement in support of
Art for Art’s Sake: “I think we’re more into a phase of saying well it’s Art for Art’s
Sake, or perhaps not at all” (Artistic 7). Upon further probing, he qualified his
position, recognising that there are many other factors which need to be
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accommodated (such as audience needs and financial considerations, as discussed by
other managers such as Artistic 6). Artistic 7 added:
“there’s a fair amount of pragmatism … I wouldn’t slavishly follow a
direction if it wasn’t bringing in an audience. Because I do think that art is
about communication, and if you’re not communicating then you don’t have
art in a way” (Artistic 7).
In terms of reconciling Art for Art’s Sake with the business imperatives of Art for
Business’ Sake, non-profit managers (like commercial managers) rarely saw this as a
problem: “You know, I don’t see it as such a dichotomy” (Artistic 5). In terms of
reconciling artistic and marketing considerations, a manager observed: “the two are
so very utterly intertwined for us now as an organisation, that it’s quite hard to,
neither leads the other” (Marketing 6).
In summary, Art for Art’s Sake, although referred to and understood as a concept by
managers, was not an important belief in either sector. It did not influence PO in
terms of managerial beliefs. The only exception to this is that managers allowed
artists to pursue Art for Art’s Sake to some extent within broader portfolio
considerations the managers controlled. Allowing artists this freedom was also due to
a convention and belief that will be covered in the next section: Artistic Autonomy.
5.2.5 Artistic Autonomy (An Emergent Belief)
A belief in ‘Artistic Autonomy’ emerged strongly in the analysis, and is a belief that
the manager has a professional obligation to trust artists and allow them some degree
of creative space to pursue their own internal focus, insulated from commercial
pressures. To fail to grant artists such autonomy and to “let artists have their space”
(CEO 2) could be construed by artists as a failure to respect their artistic stature and
173
may prevent them from realising the full creative potential of their work. Overall,
this study found that managers believed in the importance of Artistic Autonomy for
maximising the potential of the creative process and a great degree of autonomy was
granted to artists in both sectors.
5.2.5.1 Artistic Autonomy and Commercial Managers
The findings suggest that a belief in Artistic Autonomy is held by commercial
managers in large music organisations across all functional specialisations. Managers
control projects by assembling the creative team, however, once the artist and key
creative personnel are engaged, ideally the manager wants the artist to drive the
creative process. If artists believe in the project, they can be an advocate for the
project, and they can fulfil the creative potential which was the basis of them having
been selected in the first place. One commercial marketing manager commented:
“I’m a believer in getting out of the way of artists” (Marketing 1). A further reason
provided by commercial artistic managers for allowing artists the space to drive
projects was that a single vision was required, a very clear proposition, ideally built
around the artist’s vision:
“I want to see a vision from the artist … when I first meet an artist, my very
first question to them, is ‘what do you stand for?’ and ‘what do you want?’
Because if I don’t know that, how can I put my machine around you, to give
you what you want?” (Artistic 1).
The ability to “let artists have their space” (CEO 2) was considered an important
managerial skill and a hallmark of top managers working in the industry. Managers
believed Artistic Autonomy would lead to the best practical outcomes for the project,
both in terms of its creativity and the strengthened commitment the artist would have
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to publicise the project given their strong personal investment and personal
identification with the creative outcomes. Managers were keen to point out that
creating new work in music organisations involves negotiations with living,
breathing human beings whose opinions need to be integrated into the process unlike
the consumer goods industry:
“the product has a voice in the music industry, and that voice has to be
heard, and has to be recognised, and is the most important voice you’ll ever
have, because if you do go against that voice it’ll inevitably end in failure,
either immediately, or down the line” (CEO 4).
Respecting the artist’s voice in the process was even seen by one commercial
marketing manager to have implications for artist branding:
“If we’re serious about saying that we’re committed to building artist brands,
then we have to consider that the artist creativity is the core driver of that
brand equity, and therefore it needs to be listened to and respected”
(Marketing 2).
Managers questioned the usefulness of undermining Artistic Autonomy by becoming
involved in musical decisions, or trying to micro-manage the creative end result,
even if they wanted to. For example, the artistic decision as to whether drums should
open a track was not considered by managers as something with which they should
involve themselves. Yet, a musical track is simply the aggregate of many such small
artistic decisions. They believed artists should be granted the Artistic Autonomy to
make such decisions. Managers expressed a suspicion of developing projects by
committee rather than allowing one creative vision to drive the project:
“You see my belief is that a project is most successful where there is one
clear vision driving it. And the most successful ones are when artists have
that clear vision themselves, and they drive it, and they motivate everyone,
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and we all follow and we’re a catalyst for that vision … . And the danger of
committee led creations … is that they end up pleasing no one” (Artistic 2).
It was observed by managers that the more successful an artist becomes, the greater
will be their negotiating position with the record company, and their capacity to
insist on even greater Artistic Autonomy and freedom:
“But many of them when they become successful will want to have their say,
and their freedom, complete freedom, in the next step. And the job is not to let
them go completely, but to retain a relationship with them, which I always try
to do” (CEO 3).
Consequently, artists may not only seek to control the musical work but also the
promotional materials and visual styling.
It was common to hear in the accounts of commercial managers that projects they
had managed had failed to meet their expectations and failed in the marketplace
through perceived indulgence or misjudgement on the part of the artist. Yet, even a
manager who confessed to being haunted by projects where the Artistic Autonomy
had become dysfunctional commented: “in the space where somebody has a really
firm idea of what they want, and it’s working, or even mildly working, I would leave
them alone” (Marketing 4). For a company to abandon Artistic Autonomy is to
effectively take control of the artistic process, which could result in a number of
negative outcomes, such as irreparable damage to the relationship with artist, the
artist’s potential withdrawal from the project, potential breach of the artist’s contract,
and negative media fallout.
One further example provided by a manager of Artistic Autonomy proving
dysfunctional was an artist who had achieved enormous early success and “no-one
could control him; his manager couldn’t control him because he had been so
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successful” (CEO 4). The artist had proposed creative ideas which the label
considered indulgent, and for which there was no clear market, but they decided to
“allow him his indulgence, and his indulgences commercially were failures” (CEO
4). The artist had experienced significant commercial success as a classical music
virtuoso, but had become bored playing the same traditional repertoire and wanted to
undertake a more experimental project. While the company had little confidence
there was an audience for his idea, given the success he had brought the company he
was allowed to proceed. It was both a reward for the success he had brought and a
way of retaining a relationship with him. However, the failure of this experimental
project ultimately impacted the financial ledger in a far more negative way than had
been anticipated.
Intervention in the creative process did occur, but when such an action was taken it
was considered a symptom that the process had gone wrong and intervention was
never the ideal. For example, one artistic manager recounted the story of an artist
who:
“‘wants to expand his repertoire horizons’ and head out in a new creative
direction. He wants to go into a sort of more Americana, more gospel,
country area of music and his artistic instincts are ‘I can do it, it’s amazing’.
In contrast, our instincts commercially are ‘Oh my God that sounds awful’”
(Artistic 2).
Despite market research proving to be a largely negative topic among managers (as
discussed in CO findings under Reactive CO, Chapter 6, section 6.2.2), this manager
said that: “we are researching every step of that, to see whether or not his audience
have the appetite for that” (Artistic 2).
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The findings suggest that Artistic Autonomy, by encouraging the artist’s internal
focus on their own creative needs and preferences, directs attention away from
audiences and onto the creative work itself. It cannot be seen as CO, with managers
admitting marketplace failures due to perceived artistic indulgence and the projects
being potentially driven by personal creative impulses rather than marketplace needs.
5.2.5.2 Artistic Autonomy and Non-profit Managers
A belief in Artistic Autonomy was held by non-profit managers in the study across
all functional specialisations. Non-profit managers shared commercial managers’
belief that the best creative process was where the artist was given the trust and space
to create. A CEO commented: “I can’t think of a time when I’ve really ever
interfered with a creative process from a composer” (CEO 8).
Non-profit sector managers granted considerable Artistic Autonomy to artists, which
meant that creative development arose from artists autonomously following their
own internal needs and preferences. One marketing manager believed this was true
of artistic managers as well as artists:
“the creative starting points are really not dissimilar to almost any concert,
and almost any Artistic Director’s thinking process, where he says ‘I am
going to obsess myself with Bartók this year’” (Marketing 6).
This artistic freedom is granted despite a recognition that some of the repertoire
choices may be driven by personal enthusiasms which have little to do with audience
enthusiasms. With regards to classical music artists, their capacity to respond to
audience trends is inhibited by specialisation, as performing at an elite level within
classical music requires highly focused preparation over time. Elite performers will
usually establish a reputation for a particular repertoire specialisation which makes it
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less possible to respond in an ad hoc way to marketplace needs and audience
feedback. This unresponsiveness does not discount the possibility that negotiation
will take place, and artists will be chosen for their repertoire specialisation, but
artistic managers respect the right of artists to define for themselves their own artistic
priorities, and some indulgences will be accommodated on this basis (i.e.,
‘indulgences’ compared to what would be programmed if the process was entirely
audience driven).
As in the commercial sector, when an artist was very senior, with a strong
negotiating position, the artist could seek to define the final marketing stage. For the
marketing manager, this meant:
“You have to work out, well, is this is a battle I’m going to take on, and a lot
of that’s got to do with how famous is the person, how set in their ways are
they?” (Marketing 5).
There were indications in the accounts of non-profit managers that the genre and type
of art form influenced the degree to which Artistic Autonomy was pursued. For
example, one manager who was an opera specialist (Artistic 6) expressed doubt that
too great a trust would be placed in any one individual given the cost, risk and
collaborative nature of the art form. The potential for Artistic Autonomy appeared
higher in chamber music for example, due to the reduced cost and risk.
From the perspective of non-profit marketing managers, respecting Artistic
Autonomy was accepted as an inherent aspect of working in non-profit music
organisations but was also a source of frustration, raising the risk of audience
alienation. To refuse to grant an artist Artistic Autonomy could send a message to the
artistic community that the company is happy to censor or impinge upon the artistic
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freedoms of senior artists. Speaking of a prominent conductor in the classical music
world, one marketing manager remarked: “nobody’s going to tell Gergiev that he’s
not going to do a Prokofiev cycle if that’s what he’s decided he’s going to do. He has
no interest whatsoever in the audience” (Marketing 6). Thus, Artistic Autonomy can
encourage a product-centred focus, driven by the artist’s own internal creative vision
and needs. In this case, the artistic manager is taking on the role of artist in
formulating their own creative plans and pursuing their own aesthetic enthusiasms.
The concern that Artistic Autonomy could result in audience alienation was not just
felt by marketing managers, but artistic managers and CEOs as well. One artistic
manager saw that audience disconnection was not just possible at the level of an
individual artist, but also at the level of the entire art form. The programming of
atonal and serial music in a previous era had resulted in a complete disconnection
from audiences, with the art form insulated from the demands of the marketplace by
government funding: “avant garde from the 60’s through to the 80’s … was an
aberration, and a very damaging one” (Artistic 5). The artistic manager’s CEO
observed that the damage from this era is still being felt:
“there’s now decades of alienated audiences for new work, and that’s … so
often the response is ‘Oh, I quite liked that!’… the surprise that people can
like new music, is a disappointing one” (CEO 6).
Another CEO who worked in opera saw that greater Artistic Autonomy was afforded
to creative agents and teams in non-profit music theatre than commercial music
theatre, and this was not necessarily a good thing:
“in our subsidised companies too much control and weight is handed over to
the artistic direction and everybody sort of hopes it’s alright. In my
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understanding, in commercial productions in America the producer is never
absent for a minute, he is running it, and that’s what you need to do, you need
to support, and cajole, and control, and encourage” (CEO 7).
The CEO’s mistrust of the artistic function gaining too much control and Artistic
Autonomy is that the audience’s interests and the financial viability of the project
may suffer. The relatively greater cost of operatic and music theatre production may
have created elevated concerns, and not all non-profit CEOs were concerned by the
artistic function gaining too much power.
In summary, Artistic Autonomy underpins PO by shifting the focus onto artistic and
creative decisions centred on the creative work. It influences PO by allowing artists
control over the creative development of new work. Managers believe that they are
observing one of the historical conventions of working with artists by refusing to
enforce market demands on the creative process. Market analysis may inform the
nature of the artist to be chosen, but once a decision is made to engage an artist,
ideally the organisation steps back and lets the artist drive the process, with the
manager gently inflecting the process where necessary. It was acknowledged in both
sectors that when an artist was very senior, with a strong negotiating position, the
artist could seek to define every element of the presentation and promotion of their
work.
There was concern among managers in both sectors that artists could use Artistic
Autonomy to create indulgent work that alienated audiences. Managers could try to
inflect the process, but strong intervention could create damage, and was rarely
attempted. Given the financial imperatives in the commercial sector, the prospect of
intervention was higher there than in the non-profit sector. Non-profit managers
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could always argue that the mission of their sector involves challenging audiences,
and alienation can sometimes be at the service of that mission.
For a project to move forward in the commercial sector, the artist’s vision and the
company’s requirements needed to reach a point of intersection. In the non-profit
sector, once composers and artists were engaged, they were largely given carte
blanche and the process was allowed to reach its logical conclusion.
5.2.6 Absolute Quality
Absolute Quality is a belief that product quality is not defined by the end consumer,
rather that products can possess an intrinsic artistic excellence independent of
audience judgement. Managers across all functional specialisations, particularly in
the non-profit sector, believed that there was an element of Absolute Quality in
musical appreciation and evaluation and spoke of quality in absolute terms. Most
thought it possible to have an: “excellent”, “great”, or “high quality” product even if
it met with minimal consumer appreciation, as evidenced by this comment from a
non-profit CEO:
“there is an element of the absolute about excellence, and you could feel
justified in presenting something that didn’t find immediate success with the
audience if it was really well done, and it therefore was an excellent piece
excellently presented” (CEO 7).
Four commercial managers (representing all functional specialisations) accepted that
absolutist determinations of quality could be made, but expressed doubts as to how
far an ‘excellent’ piece could be supported if it did not find an audience.
182
5.2.6.1 Absolute Quality and Commercial Managers
A belief in Absolute Quality was held by commercial managers in the study across
all functional specialisations. Commercial managers believed music can possess
innate excellence and quality, independent of audience appreciation and commercial
success: “There were records that I put out that had relatively low sales, but that
were very fine musically” (Artistic 3). This wasn’t just the case of artistic managers
justifying their failures, other managers shared the belief such as one CEO: “there
are great songs that no one ever bought, without question” (CEO 4). Audience
judgement was viewed as capricious and sometimes a poor initial indicator of
enduring value: “The consumer is proven in music that they’re not always right”
(CEO 2).
When commercial managers spoke of quality, excellence and greatness at the highest
level, they were referring to bands like The Beatles and The Rolling Stones, which
had an enduring impact across multiple generations. Latency of appreciation was
also a factor commented on by this group of managers:
“I love the story of Nick Drake who never found success in his own time. It
wasn’t until much later in the 80’s that the songs ‘Pink Moon’ etc. started to
be synched [used] in TVCs [TV Commercials] and off it went. That’s a real
late audience reaction, but again it went on to inspire a whole generation of
artists from Jeff Buckley to more recently Ed Sheeren, Ben Howard...”
(Marketing 1).
In this light, the initial consumer response to products may be seen as an unreliable
indicator of worth and quality, and appreciation may be latent. Managers recounted
stories of historically great artists failing initially in the marketplace, before
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ascending to greatness. It was part of a narrative that also occurs in the accounts of
non-profit managers that great artistic careers emerge naturally and organically, a
process which takes time. However, commercial managers believed that the capacity
for latent appreciation and for record companies to persist with poor initial sales has
diminished.
It should be acknowledged that there were managers who took a more consumer-
driven approach, casting doubts on how far Absolute Quality could be taken, but
these were usually ambivalent, showing sympathies for both Absolute Quality and
consumer defined appreciation. Thus, a marketing manager could on the one hand
bemoan the huge success of a project that he thought “sounds like crap”, yet feel
self-conscious about this judgement because of his pro-consumer marketing and
sales training: “I was always told that the customer is always right, not an idiot”
(Marketing 3).
There was evidence from one artistic manager that early career idealism about the
pursuit of great art could change over time to an acceptance that ‘beauty is in the eye
of the beholder’, and that the role of the manager is to abandon his or her own
subjective evaluations or any attempt to take a position on Absolute Quality:
“when I joined the business, and this was my own view, was we had a
responsibility to get great art out of people … and that’s confusing …
because you’re then having to make subjective evaluations of the product
you’re creating. And actually, our job is to sell records, it’s as simple as that,
and work out ways of selling records, and often to take ourselves out of the
equation, as judges of whether or not what we’re creating is good, or has
artistic merit, or longevity, or is ‘Selling Out’, or all the things that people
often use around the creation of music” (Artistic 2).
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This position is returned to in the CO findings section (Chapter 6) on Aesthetic
Agnosticism (section 6.2.6).  It is introduced here to point out the ambivalence with
which Absolute Quality was held by some of the commercial managers.
One problem with defining quality in the commercial music sector without any
reference to audiences is that it clashes with the whole idea of ‘popular music’. As
one manager pointed out: “it’s called ‘popular’ because everyone’s supposed to like
it” (CEO 3). He felt it was a contradiction in terms to say that a great piece of pop
music did not find its audience. If it was not popular, if it did not find popular appeal,
then by definition it was not pop music. Among commercial managers, there was less
respect for projects that result in poor sales than in the non-profit sector, particularly
among CEOs. For example, CEO 1 expressed doubt that a piece of popular music
could be considered great if it did not at least find an enthusiastic niche audience.
While the belief in Absolute Quality existed to some extent among commercial
managers, it appeared less important in influencing PO. While the managers may
believe in the intrinsic greatness of a piece of music, they also understood they were
measured on financial objectives which required audience engagement and they
would be measured on the consumer response, rather than the art work per se. In a
climate of Nobody Knows, Absolute Quality was used as more of a proxy for what
the audience will hopefully want: “good art always wins” (Artistic 1) or a
consolation when things went wrong. Only one commercial manager, who was
speaking of an earlier era and had left for the independent sector at the time of the
interview, made the pursuit of Absolute Quality the core signing determinant: “I was
signing things because I thought they were valid musically… From my perspective,
immediate success is irrelevant; the quality of the music is relevant” (Artistic 3).
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This prioritisation of Absolute Quality was rare in the commercial sector and
reflected the individual manager’s independent music leanings.
5.2.6.2 Absolute Quality and Non-profit Managers
The findings suggest that a managerial belief in Absolute Quality is held by non-
profit managers across all functional specialisations. There was far less ambivalence
by non-profit managers towards the idea that quality was an intrinsic characteristic,
separate from public appreciation. This was evidenced by comments, such as: “At
some level good art is good art” (Artistic 5). Not only artistic managers but
marketing managers embraced the pursuit of Absolute Quality: “I believe the reason
not-for-profit arts companies exist is artistic excellence” (Marketing 5). Sales
results are no indication of the artistic merit of what is being presented: “I think that
there are some extraordinary artists that will play to a 50 percent sold house, it
doesn’t make the art any less extraordinary” (Marketing 7).
Non-profit managers did not see themselves as being primarily measured by
consumer results and consumer judgement. Marketing managers were clear that
focussing on sales was to misunderstand the mission of organisations working in the
sector: “You should not define success by the Box Office. If you do, then you’re not
being true to what the arts are all about” (Marketing 5). Another consideration
which formed part of the assessment criteria was: “the quality of the performance”
(Marketing 5).
As will be discussed in the section on Art Form Development (section 5.2.9), and
was observed in the section on Emotional Attachment (section 5.2.3), some non-
profit managers believed there was a potential ‘shallowness’ in the immediate
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emotional response of audiences. Thus, focussing more abstractly on the qualities of
the product and artistic craftsmanship were seen to be wiser in the long term:
“I think essentially I’m interested in the well-crafted work, the carefully
thought out, very well crafted work, very imaginative orchestration, rather
than what I might call flashy or meretricious work that is designed simply to
get an emotional response from the audience.… With new music, again I
would come back to this factor of the quality of the music and pursuing
popular commercial, seemingly commercial opportunities that I don’t think
will wear the course of time, in favour of the very well-crafted pieces that I
think would stand the test of time” (Artistic 7).
The language the manager used to describe quality was product focussed, employing
expressions such as “well-crafted” and “imaginative orchestration” which could be
argued to be attributes of the musical composition irrespective of the audience
reaction. The pursuit of ‘quality’ and ‘excellence’ in the non-profit sector supports
and underpins PO by focussing attention on the intrinsic qualities and attributes of
the product. Non-profit managers, when commissioning and creatively developing
new work, were more likely to encourage the composer to pursue their own internal
notions of quality and excellence and downplay their expectations of what this would
mean for the audience. The importance of audience appreciation would never be
allowed to fall to such a diminished level in the commercial sector.
It was possible for a belief in Absolute Quality to inform the entire process of
creating new work from conception to presentation: “an excellent piece excellently
presented” (CEO 7). The belief did not necessarily inform the marketing and
promotion of the work, but rather the delivery of the finished product as an audience
experience.
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In summary, whilst Absolute Quality was a belief that was present in the accounts of
commercial managers, it was stronger and more influential in the non-profit sector.
This heightened influence is because non-profit managers pursue a broader range of
metrics that reduce the primacy of the consumer’s voice and permit a greater focus
on abstract product quality. Non-profit managers could also believe that there is a
potential ‘shallowness’ in the immediate emotional response of audiences, and
therefore focussing more abstractly on the qualities of the creative work could pay
dividends in the long term.
5.2.7 Artistic Authenticity
Artistic Authenticity emerged in the analysis as a belief that artists need to be true to
themselves and that their artistic statement should be “true and real” (Marketing 2),
rather than manipulated by larger commercial interests or financial enticements.
According to this belief, Artistic Authenticity in a fashion driven industry means that
taste makers and fashion leaders do not pander and fawn to the needs of consumers
but rather confidently pursue their own creative direction driven by their intrinsic
needs as artists. All managers in the study believed in the importance of Artistic
Authenticity, but commercial managers supported it in a practical manner as an
ingredient for success, a means to an end (the end being commercial success), while
non-profit managers spoke of it more idealistically as an end in itself, and something
that should also be extended to the organisation itself, in terms of its own artistic
integrity.
5.2.7.1 Artistic Authenticity and Commercial Managers
The findings suggest that a belief in Artistic Authenticity was held strongly by
commercial managers in the study. Ensuring artists believe their work has Artistic
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Authenticity and is perceived within the marketplace as possessing Artistic
Authenticity was vitally important to them, not just for the artist’s buy-in as a
stakeholder but for the reception of the project in the marketplace. As with Artistic
Autonomy, the reasons behind the belief for managers were practical: it strengthened
buy-in from the artists which was vital for promotion of the project, and audiences
were looking for authenticity and delighted in spotting and ridiculing fakery and
inauthenticity.
Commercial managers were more likely to use the words ‘integrity’ and ‘credibility’
(or ‘cred’), rather than ‘authenticity’, but they were used with the same meaning:
someone’s sincere artistic statement rather than a cynical, commercially driven or
manipulated product. The pursuit of Artistic Authenticity was seen by managers as
both a legitimate concern of artists and something they were keen to support: “what
interests me in the artistic space, is really just building a foundation of credibility
and integrity to an artist” (Marketing 1). ‘Integrity’ was used across both
commercial and non-profit sectors with equal understanding and respect, however
the term ‘cred’ was more prevalent in the commercial sector.
Credibility was seen as vitally important in the early stages of building an artist’s
career and establishing an artistically credible platform for the artist, because it was a
prerequisite to winning the support of opinion leaders such as critics and bloggers
who could amplify the project. The concept of ‘cred’ could also be used to denote
differentiation from the mainstream, with one manager speaking positively of a
project which was “cool and cred” (Artistic 4). “Realness” (Marketing 1) was
another word linked with credibility. An artist possessing credibility was not a
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plastic, manufactured, commercial concoction of a major record company, but rather
a real person seeking to make their own unique, genuine artistic statement.
Artistic Authenticity was related to Artistic Autonomy and Conviction as a record
company needed to grant an artist sufficient Artistic Autonomy and space for them to
make the music their own, to believe the process was authentic, and to believe in the
project itself, as commented upon by a marketing manager:
“I have to look for conviction on the part of the artist, that what they’ve made
is what they wanted to make, and that their statement is true and real,
because that’s the other thing that the internet has done, is it’s made it
impossible to sell a lie. So I mean it was always difficult anyway, but it’s even
more difficult now, because of course then people start commenting, and
noise gets generated” (Marketing 2).
A foundation of credibility was seen as a practical imperative in successfully
launching commercial artists, and one marketing manager said it was the most
important aspect:
“it has to be launched in a credible way…there needs to be credibility and
there needs to be a back story…they [the audience] want to invest in, I
believe, credibility, they want to invest in realness, they want to have artists
with integrity, they want to have Adele in that sense” (Marketing 1).
Commercial managers were well aware of the dangers of pushing artists into creative
directions with which they were uncomfortable, because it was the artist who needed
to ‘pull it off’ as the advocate and spokesperson for the project. It was also possible
that with inauthentic projects, the artist would become damaged no matter whether
the project succeeded or failed. They became damaged if it was successful by having
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to live a lie, and they become damaged if it was unsuccessful by being associated
with failure:
“I’ve seen artists pushed into things before, where they end up not liking the
record very much, you know, and that’s really a shame. And what’s really a
shame is if you’re pushed into a crossover record as an artist, then the real
damage can be that if it does sell like crazy, and you hate it, then you live
with it forever as your big moment, and then if it doesn’t sell, then it’s just
kind of thrown aside, but then it can hurt your career too” (CEO 5).
Commercial managers across all functional specialisations provided examples of
projects which they considered inauthentic, and in which they felt uncomfortable
being involved. One example involved coupling the German heavy metal rock band
the Scorpions with the Berlin Philharmonic Orchestra to sell more classical CDs
(CEO 5). The same manager told the story of signing Anoushka Shankar, Ravi
Shankar’s daughter, who was a serious Indian classical artist. His plan had been to
start with “two, maybe three, hardcore Indian records that give the credibility”. He
wanted to establish her authority and credibility amongst specialists in Indian music,
which he could then use as a base from which to launch a campaign targeted at a
broader audience. He was staggered that other senior executives in his record label
wondered whether they could just get her to sing pop songs based on her physical
beauty. The manager felt uncomfortable about the shallowness and superficiality of
this suggestion, as he believed pursuing a path that involved building up the artist’s
credibility was a better long term strategy, and far more in line with her own views
and artistic pedigree. He did not pursue the suggestion and felt there was little basis
for success unless the artist and company were working with the same assumptions.
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In searching for disconfirming positions, one artistic manager (Artistic 2) expressed
the view that an artist’s quest for Artistic Authenticity may be a return to a past
anchor point, and newness and new creative influences may be experienced by one
artist as expanding their horizons, and by another as inauthentic. Therefore, feeling
‘inauthentic’ may be a sign that someone is frightened to grow and develop. He told
a story to illustrate the internal debate an artist can experience as to whether what
they are doing is authentic or inauthentic, and the way managers are drawn into this
debate. This artistic manager believed that commercial success sometimes requires
an artist to overcome a feeling of inauthenticity due to departing from past anchor
points:
“Because our desire to grow her and expand her horizons, versus her desire
to stay true to what she considered to be what she does, there was a very
pivotal moment actually, where she’d done a song called [name], which
she’d done as a New Orleans funeral stomp, and the producer in the studio
heard a different version of it, which he’d heard as a Latin dance”… “we
loved it, he then played it to her and she wasn’t happy at all. But actually
that’s the thing that broke her. That’s the moment where actually she had to
let go of the reigns a little bit”…..“gradually she parked her own version and
retained the Latin version, ‘cause that’s the one the punters were reacting to”
(Artistic 2).
An artist may indeed question their motives when experimenting stylistically, and
ask to what extent they are ‘selling out’ if they abandon their own current
preferences in order to integrate audience preferences. The increased interest in Co-
creation, and creating a space to let audiences into the process makes this a topical
dilemma for artists and managers as further discussed in the CO belief Co-creation
(Chapter 6, section 6.2.4).
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5.2.7.2 Artistic Authenticity and Non-profit Managers
The findings suggest that a managerial belief in Artistic Authenticity is held by non-
profit managers across all functional specialisations. Both sectors wanted artists to
possess integrity and sincerity. While ‘credibility’ is distinctive to the commercial
sector, word counts of ‘integrity’ showed it to be equally prevalent in non-profit
accounts as it was among commercial managers. One CEO saw Artistic Authenticity
arising from “security in one’s own voice” (CEO 6). She observed a correlation
between highly successful artists who were confident, secure, and authentic, and
appeared to have low concern for audience opinion, and less successful artists who
were lacking in confidence and security, and had very high concern for audience
opinion, arising from their insecurity.
The word ‘cred’ was only used once by a non-profit manager, and was employed
when implying that non-profit music organisations aim to possess Artistic
Authenticity at two levels: the level of the artist’s creative work and the level of their
own brand authenticity as a concert promoter. The manager argued that the brand
equity a great music organisation builds up over many decades insulates it from short
term reactions to creative work: “at a place like [venue], with our brand cred, the
buzz on Twitter ten minutes after a concert isn’t going to impact us” (Marketing 7).
The importance of the trust that audiences place in the music organisation’s brand is
returned to in the section on Audience Trust (Chapter 6, section 6.2.7). The concern
with the Artistic Authenticity of the organisation’s own brand is specific to the non-
profit sector. While record companies do market under labels, and these labels can
possess personalities, it is acknowledged by record company managers that
consumers generally purchase by artist and not label, and so the artist brand is
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ultimately more important for sales success. The situation may be reversed for non-
profit organisations, as audiences may know the organisation but find the artist and
repertoire choices in their programming unfamiliar.
In terms of other differences, it was possible but rare for a non-profit manager to use
the term ‘authenticity’ to mean historical and genealogical accuracy, which occurred
when Marketing 6 introduced marketing content she had developed for a series of
concerts focussed on a particular historical period:
“so [I] commissioned a lot of new academic material from the leading
specialists, not only musicologists but also art historians, literature
specialists, poets, philosophy people, scientists.  So that our kind of stamp of
authenticity as a musical organisation was underpinned by the approach that
we were taking by having the people around us” (Marketing 6).
This was also seen as positive for the organisation’s own brand authenticity.
Non-profit managers could see projects as inauthentic where short term financial and
commercial pressures had shifted the focus onto popular repertoire at the expense of
the core non-profit aspiration of driving forward the art form:
“I understand and recognise the extremes that some marketers can go to, or
the pressure that they’re under, to deliver something that’s probably not
authentic, and probably not serving the art form. I never think it comes from
an evil marketer” (Marketing 7).
In the non-profit sector, managers considered Artistic Authenticity as a normal,
unremarkable expectation, and so it was not strenuously advocated. Commercial
managers spent far more time than non-profit managers discussing Artistic
Authenticity and pointing out the value it held for them. This may have been due to
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its importance or in part because they assumed record companies had a reputation for
being ruthlessly exploitative and sought to correct this impression (the potential
dangers of impression management on the part of commercial managers are further
discussed in Selling Out, Chapter 6, section 6.2.8, and Limitations and Delimitations,
Chapter 8, section 8.3). Non-profit managers simply upheld the pursuit of integrity as
one of the most basic expectations and aspirations in the sector.
Artistic Authenticity influences PO because it insulates the product from the
demands of the marketplace. The focus turns to intrinsic artistic needs and away
from satisfying audience demands. In fact, trying to maximise commercial income
over one’s artistic integrity can be interpreted as ‘Selling Out’, which would be a CO
belief and the opposite of Artistic Authenticity (see Chapter 6, section 6.2.8).
Another difference observed between the sectors is that non-profit managers upheld
the pursuit of Artistic Authenticity as a matter of principle. Managers did not appear
to believe any accompanying rationale was required to explain it. Creating art with
integrity was a duty that was at the level of the organisational mission. However, in
the commercial sector, Artistic Authenticity was viewed more pragmatically as
setting up the conditions for artist development and success. The goal was
commercial success and Artistic Authenticity held practical value in the pursuit of
that objective. It was a means to an end.
In summary, Artistic Authenticity is an important belief that underpins PO that artists
need to be true to themselves, and create genuine artistic statements. Commercial
managers supported the need for Artistic Authenticity largely for practical reasons,
while non-profit managers supported it in an idealistic manner. Non-profit managers
also extended the need for Artistic Authenticity to the organisation itself.
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5.2.8 Artistic Leadership
Artistic Leadership emerged in the analysis as a belief that music is a fashion-related
industry which is about ‘making taste’, ‘making fashion’, pushing into new unknown
territory, and presenting the audience with work they could not have imagined, rather
than responding to audiences who have little insight into future possibilities.
Managers provided many examples from classical and popular music where some of
the most revered and currently performed works were premiered to audience apathy,
hostility or confusion. Artists who pushed boundaries and provided Artistic
Leadership were revered by all managers: “I think every artist, every great artist
wants to lead their audience” (CEO 1).
Artistic Leadership differs from the concept of ‘Proactive CO’ (see Chapter 6,
section 6.2.3) because the latter requires proactively seeking out and discovering
hidden, latent and future needs through research prior to launch. Little such research
is formally conducted or even envisaged in the music sector to inform the creative
development of new work, because the audience is viewed as being largely incapable
of envisioning and articulating future repertoire ideas or needs. In terms of pre-
testing musical works in advance of release, it was felt that the work needed to be
almost completely realised before the audience could make an informed judgement,
by which time much of the investment had been expended. What was more likely to
occur in music organisations was that the finished work itself was considered a
marketplace experiment. Further to this, in the non-profit sector, audience needs
were seen as something not so much to be discovered and unveiled, but shaped,
educated and cultivated over time. While Proactive CO requires some degree of deep
listening and a deep focus on audiences, Artistic Leadership requires telling
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audiences rather than listening; and making taste rather than responding to audience
taste.
It should be acknowledged that the concept of leading audiences was put to
participants as an idea, inviting a response, rather than arising naturally in
conversation, and was part of the interview protocol (Appendix 1). The precise
question, which was asked of all 24 participants, was “To what extent does being a
great and successful artist involve audience leadership, rather than just ‘giving
people what they want’?  I mean being ahead of the audience, leading people to new
experiences.” This concept resonated strongly with managers, eliciting affirmative
comments and almost universal appreciation that the concept had been raised.
5.2.8.1 Artistic Leadership and Commercial Managers
Commercial managers believed that great artists lead audiences, some audience
segments look for leadership, and the music industry requires relentless genre, taste
and fashion innovation and leadership. Caution was expressed by the managers over
the degree to which Artistic Leadership is possible in major labels compared to the
independent labels, as ‘indies’ have traditionally been the more experimental
environment, pursuing smaller audience niches with lower overheads and lower sales
expectations. Major labels have higher overheads and higher sales expectations,
which means irrespective of someone’s Artistic Leadership they still need to appeal
to a large enough audience to justify their inclusion on the artist roster.
Artists who push boundaries and provide Artistic Leadership were revered by all
managers. The Beatles were cited by a variety of managers across functional
specialisations as an example of successful innovation and reinvention in the
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commercial, popular sphere. As one manager described, they took their audience on
a journey “going from a pop group to, you know a psychedelic band to an albums
band, etcetera” (Artistic 3). Thus, the Beatles could have rested on their laurels as a
British pop band, working within the narrow confines of a genre in which they had
discovered success. But instead of this they experimented with Indian influences and
created ‘concept’ albums that moved beyond the convention of simply compiling
one’s hit singles as an album. The need for relentless genre innovation was observed
by an artistic manager:
“If you’re always giving the audience what they want, they’re going to drop
off, eventually, they’re not going to replenish. You look at fashion, what
Gallagher said before about fashion, and cutting edge music is always
pushing forward. That’s why we’ve got electronic music, everyone went from
classical to country to rock, it’s always been pushing. Rock came out the
blues, then you’ve got metal, electronica came out of hard rock and metal.
It’s very bass driven and it’s quite heavy. I think if you stay still you drown.
And I believe that” (Artistic 1).
The fashion leadership analogy was directly alluded to by another manager:
“Make music.  People don’t know what they want ” ... “In the fashion
industry they’re deciding now that in 2015 we’ll all be wearing blue, OK, and
f#x* me if you’re going to be able to find a burgundy jumper in 2015 – you
won’t, because they won’t be making it. ” … “They make taste, they don’t ask
about it” (Marketing 2).
By seeing the music industry as a fashion industry, this marketing manager believed
that a more directive ‘taste making’ approach could be employed, rather than simply
responding to audience preferences. Of the 24 managers in the study, 19 explicitly
stated that great artists have the capacity to surprise, excite and lead audiences.
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Ideally this involves taking audiences on journeys that they could never have
imagined:
“they want to be wowed and they want to be blown… and they want to go
away marvelling at how you must be wired differently to them because you’ve
given them a different insight into the world” (Artistic 2).
In contrast, the notion of ‘giving the customer what they want’ was seen by both
commercial and non-profit managers as a sad aspiration: “just giving these people
what they want, then you may as well just go on the Holiday Inn circuit playing your
hits, you know. I mean that’s really sad” (CEO 5). It is seen as sad because simply
responding to known preferences, and churning out favourites, condemns the artist to
endless repetition, to predictably responding in a formulaic way to known
requirements. It prevents the artist from growing, developing and making new
discoveries.
Managers generally agreed that it was artistic insight through Artistic Leadership and
not audience insight that was most likely to drive new developments in music.
Referring to a celebrated A&R veteran, one manager commented:
“I think it was Clive Davis who said that ‘If you ask the public what they
want they can only point to what they’ve already had.’ And the art of the
record industry is presenting them with things that they didn’t expect”
(Artistic 3).
In the commercial sector, even the clothing an artist wore could be seen as Artistic
Leadership. Examples of Artistic Leadership were seen in Roxy Music’s “crazy
images and everything” (Artistic 4) or a coffee table book created by Madonna (CEO
2).
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Artists needed to keep a freshness and an edge without moving so far ahead that the
artist lost their audience. Although Madonna was praised by participants for
“pushing the envelope” (Marketing 1), one CEO cited Madonna’s book Sex as a
cautionary tale on moving too far ahead of the audience. He believed it had created a
temporary setback for her because she had underestimated the proportion of young
girls in her core audience, who had been alienated by the book (along with their
parents). He commented:
“the smart ones understand how far they can go without... by the way, being
edgy, but without losing that audience. … I think with artists that are at their
peak, they’ve got to be very careful to not push the end of the envelope too far
with their core audience” (CEO 2).
Artistic Leadership is needed to keep artists and artistic work from becoming
predictable and stale, but artists need to carefully balance the familiar with the
unfamiliar, to avoid leaving the audience alienated.
5.2.8.2 Artistic Leadership and Non-Profit Managers
A belief in Artistic Leadership was universal among non-profit managers across all
functional specialisations. Far more so than in the commercial sector, it was seen as a
duty, responsibility and obligation to open people to new experiences: “I think it’s
incumbent upon arts organisations to expose people to new things” (Marketing 7).
Artistic managers saw the relationship between the organisation and audience as “a
sterile relationship if it’s not leading people to new experiences” (Artistic 6).
Non-profit managers were less cautious and more aggressive than commercial
managers in leading audiences, “pushing” audiences, educating them, and taking
them out of their comfort zones. Non-profit managers actually expressed delight at
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the notion of leadership when it was introduced through the interview protocol, and it
was usually affirmed with smiles, nods, or emphatic comments such as: “I think
that’s all of the game. That’s what it’s all about” (Artistic 5). So the aspiration of
leading was seen as part of the very mission of the organisation. The degree of
leadership was even quantified by one manager: “I’m a great believer it’s like 75%
leadership / 25% giving them enough sense of following or connect, that you are
helping them bridge that divide” (CEO 6).
Managers understood Artistic Leadership as trying to: “broaden people’s
appreciation and experience” (Artistic 6), and one classical chamber music CEO
understood it as providing “freshness” (CEO 6). Custodians of the classical cannon
of historical works were keen to ensure that their presentations did not become jaded
or stale. Non-profit managers saw a social good and a responsibility in expanding
people’s horizons and leading them onto new experiences: “I think that the duty you
have is to lead people from the known repertoire into the new repertoire” (Artistic
7). ‘Pushing’ audiences and stretching their comfort zone was identified as an
explicit goal of marketing, pursued far more aggressively than in the commercial
sector. One marketing manager readily admitted to pushing audience members into
work which they might not find immediately attractive:
“the very edge of their comfort zone was Mahler, and we managed to push
them into a bit of Schoenberg, which was one of the purposes of those
projects, to use that contextualising to take people from the edge of their
comfort zone a little bit further” (Marketing 6).
The use of historical contextualisation to develop appreciation for new repertoire is
further discussed in relation to the CO belief of Audience Trust (see Chapter 6,
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section 6.2.7). Non-profit managers sometimes implied that a vertical taste hierarchy
existed, whereby the organisation held the hand of audiences and led them up a
ladder, gaining taste, discrimination and discernment as they ascended. One manager
described this process, and the use of ‘down’ and ‘up’ also contains an implicit
judgement of the audience’s aesthetic preferences:
“saying to the audience that we’re not going to bring this down to you, but
we are saying this is the most wonderful thing, come up to this with us, so we
commissioned long essays and large program books, and a lot of material”
(Marketing 6).
Hierarchical descriptions of taste were more likely to arise in the non-profit sector
due to the explicit attempt to shape and influence audience tastes. Artistic Leadership
was exercised in the programming and commissioning of new work, but Artistic
Leadership could also be demonstrated in marketing and promotional activity,
through commissioning educational material. Educational material in brochures and
concert programs was developed with the objective of leading audiences into new
experiences by explaining, educating and contextualising the music.
Within the non-profit sector, ‘challenging’ audiences as a consequence of Artistic
Leadership was seen as an obligation, but the idea that challenge was CO because
audiences wanted to be challenged was more complex, as widespread audience
alienation was acknowledged from subjecting audiences to repertoire and concert
experiences which had been overly challenging. As in the commercial sector, there
was acknowledgement that one could go too far, and lose the audience, but the
aggressive pursuit of ‘challenge’ was encountered in the non-profit sector in a way
not seen in the commercial sector. ‘Challenging’ audiences through Artistic
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Leadership involves walking a tightrope, where too great a challenge can result in
disengagement and disorientation, and too little challenge can result in boredom and
a failure to advance the art form in imaginative and innovative ways.
One artistic manager attempted to describe the balance that he strived for:
“what’s that dreadful Bryce Courtney quote? ‘You’ve got to put some salt on
the bread’. It has to be spiced up. If you just have Beethoven string quartets
concert after concert it won’t survive. You have to listen to the Beethoven but
then have the Ligeti next. ”… “I only push as hard as I want to go. So there
are plenty of more abrasive choices that could have been made. They don’t
interest me.” … “just to confront an audience is not profitable, and not in
monetary terms, there’s nothing to be gained by simply shocking. And it
seems to me to be a trite act. So you need to expand, and intrigue” (Artistic
5).
There is an acknowledgement in this passage that it would be financial suicide for a
music organisation to go too far in terms of “abrasive choices”, yet Artistic 5 also
saw it as a “trite act”, where shocking audiences for the sake of shocking audiences
did little in terms of the broader mission of leading people onto new experiences,
which requires one to “expand and intrigue”. His CEO colleague adopted a similar
line in terms of the balance that is required: “I would take ‘challenge’ to be
‘extension’ rather than ‘insulting’” (CEO 6).
Leading audiences into the unknown and presenting experimental works created
additional pressures on marketing leaders who were seen as accountable for sales
figures and audience involvement. One potential failing of Artistic Leadership in the
non-profit sector is that it could become too intellectual. One CEO criticised some of
her organisation’s commissions as being overly cerebral, and stressed the need for
music to make an emotional connection:
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“why I believe people go to live music performances, is to be touched in some
way, and to be taken out of their current world, and so if it’s all in your head,
that doesn’t take them across enough. So, yeah, ‘challenge’ has to still have a
pretty firm emotional connection” (CEO 6).
In summary, Artistic Leadership supports PO, as ‘making taste’ legitimises product
centred decisions and aesthetic positions imposed on audiences by edict, with little
consultation. Just as fashion consumers will learn that certain product attributes or
colours are ‘in season’, without having been consulted, so Artistic Leadership
involves imposing new musical styles and experiments on audiences. Audiences are
told rather than listened to. The audience may not respond to Artistic Leadership, in
which case the product fails, but that does not stop Artistic Leadership being pursued
as a noble aspiration.
The quest for Artistic Leadership was stronger in the non-profit sector than in the
commercial sector. Artistic Leadership could also be interpreted more broadly as
fashion leadership in the commercial sector. In a non-profit context, Artistic
Leadership and educating and expanding the audience’s horizons were seen as a duty
and responsibility. Commercial managers were generally more cautious than non-
profit managers about how far one can lead. One non-profit CEO commented that for
her, the balance between leading and following audiences was “75% leadership”
(CEO 6). This percentage indicates how important she considered Artistic
Leadership, a percentage that would have been considered far too aggressive in the
commercial sector.
Artistic Leadership differs from Art Form Development, given that in commercial
music, an artist could be viewed as a ‘tastemaker’, which might even extend to
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fashion leadership in the case of iconic pop artists, without seeking to develop the
Art Form in any way. Thus, the two beliefs may intersect and mutually support one
another, but they are distinct, as will be discussed in the next section on Art Form
Development.
5.2.9 Art Form Development (Non-profit Managers Only)
The findings suggest that a belief in Art Form Development, a responsibility to
“develop and nurture the art form” (Marketing 5) is held by non-profit managers in
large music organisations across all functional specialisations. There was no
evidence that commercial managers held this belief.
5.2.9.1 Art Form Development and Commercial Managers
While commercial managers admired bands that could change and influence entire
genres of music, they did not speak of it as an overarching objective that guided their
work. Nor did they employ the language used by non-profit managers, which
elevated this aspiration to an almost sacred obligation. In terms of their artistic duties
and obligations, commercial managers only expressed a responsibility to artists, not
to serving the art form.
5.2.9.2 Art Form Development and Non-profit Managers
Non-profit managers believed in their responsibility to protect the continuation of the
art form and to contribute to its development. By ‘development’ they meant the
ongoing evolution of musical language, style and aesthetics. For example, one CEO
commented:
“Shostakovich now is core repertoire, where 20 years ago it would not have
been. People would have been saying ‘I’ll be leaving early before the
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Shostakovich comes on’. … there are things a whole lot more acceptable now
that would have been shocking. And one would hope that to be the case. But
that said, if things are shocking, I think that that’s still a good thing. I’m
much more concerned if they’re soporific” (CEO 6).
In the minds of some non-profit managers, short term appreciation may even cast
doubt on the long term legacy of the work:
“you are commissioning work that will stand the test of time, and therefore
be considered great work. So that the work that perhaps is a little shallow
and may be for its time only, I would tend to [exclude] that in favour of
something that I think is more significant and will hold its value” (Artistic 7).
Non-profit managers were concerned about their obligations to artists, but also saw a
broader responsibility to serve, nurture and develop the entire art form as an
obligation and duty. This belief can be evidenced by the comment:“you’re trying to
serve the art form itself, and represent it, and present it at the highest level you can”
(CEO 7). This aspiration included the responsibility to create new repertoire for
future generations: “we have inherited an enormously rich cannon of music, and it’s
our responsibility to leave it richer than we received it” (CEO 6).
Non-profit artistic leaders saw Art Form Development as one of the guiding purposes
of their programming. From their perspective, if there was no evolution, dynamism,
or new repertoire, concert programming would become tired, jaded and clichéd:
“of course if we, or our predecessors had not done that, then maybe we
wouldn’t have the Shostakovich and Rachmaninoff and the very accepted
work that we have now” (Artistic 7).
All three non-profit marketing managers in the sample embraced the importance of
experimentation and Art Form Development, despite the difficulties it created for
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them at times in maintaining audience engagement. Non-profit marketing managers
accepted Art Form Development as part of the fundamental mission of non-profit
music organisations. One spoke of the “huge collective responsibility for the art
form” (Marketing 6). Another asserted the importance of Art Form Development and
supporting artists: “We program to advance the field, to support new artists, to
sustain established artists, to support new works, to advance the field of music”
(Marketing 7).
The commitment to Art Form Development means that the organisation seeks to
attract audiences who have the capacity to be comfortable with risk and
experimentation. Instead of examining audience wants and needs and then
developing creative work for different segments, the organisation starts with the
music that it wishes to develop and believes advances the art form and then actively
identifies audience segments who they feel will be most receptive to this work: “the
constant is ‘the product’ and that what you’re seeking is just different doorways”
(CEO 6).
A belief in Art Form Development had little impact on commercial managers but
profoundly influenced PO in non-profit organisations. Art Form Development takes
managerial attention away from audiences and audience responses, and places it
more abstractly on the product itself, in terms of the art form’s stylistic and aesthetic
evolution. Art Form Development is a core commissioning criteria for new work in
the non-profit sector. The quest for Art Form Development does not start with the
consumer but rather the product, and trying to convince new audiences of its merits.
In summary, Art Form Development was a belief among non-profit managers that
underpinned and influenced PO, and was a core criterion in the commissioning of
207
new work. There was no evidence of the same belief existing among commercial
managers.
5.2.10 Summary of PO Beliefs
This section summarises the data in visual form (see Table 5.1), including the degree
to which beliefs manifested in managers’ accounts. Eight beliefs were identified and
presented which underpin PO: Nobody Knows; Conviction; Emotional Attachment;
Artistic Autonomy; Absolute Quality; Artistic Authenticity; Artistic Leadership; and
Art Form Development (in the non-profit sector only). A ninth belief, Art for Art’s
Sake, was seen by managers as far too simplistic a belief to be adopted in any
meaningful way.
A number of potential interrelationships exist between these beliefs, such as the
relationship in the commercial sector between Nobody Knows and Conviction
(discussed in section 5.2.2.1). However, the number of potential interrelationships is
vast and charting these relationships is beyond the scope of this thesis.
Table 5.1 depicts the degree to which beliefs manifested in different ways across
different types of manager. It should be stressed that due to the exploratory nature of
the research, with the exception of Artistic Leadership and Art for Art’s Sake,
managers were not explicitly questioned about these beliefs, rather the beliefs
emerged in the data analysis stage from the managers’ accounts. It is possible that a
manager did hold a belief, but it is not recorded as such, because the belief did not
manifest in the manager’s account in a clear enough way to be coded. Also, while
managers may make comments relevant to a belief, which were coded in NVIVO
under the belief to enable analysis, this is a study of managerial beliefs not managers’
conceptual understandings. Evidence was needed that a manager actually believed in
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Table 5.1: Manifestation of PO beliefs – Summary Table
Participant Absol.
Quality
Art
for
Art
Sake
Art
Form
Dev.
(NFP
only)
Artistic
Auth.
Artistic
Autono
my
(Emerge
nt)
Artistic
Lead.
Con-
viction
Emot.
Attach
Nobody
Knows
(Emerge
nt)
Artistic 1
Artistic 2
Artistic 3
Artistic 4
Artistic 5 (NFP)
Artistic 6 (NFP)
Artistic 7 (NFP)
Artistic 8 (NFP)
Marketing 1
Marketing 2
Marketing 3
Marketing 4
Marketing 5
(NFP)
Marketing 6
(NFP)
Marketing 7
(NFP)
CEO 1
CEO 2
CEO3
CEO 4
CEO 5
CEO 6 (NFP)
CEO 7 (NFP)
CEO 8 (NFP)
CEO 9 (NFP)
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the belief and positively supported the concept in a way that might influence
behaviour for it to be noted in the findings and Table 5.1. For example, all managers
understood the concept of Art for Art’s Sake, but did not necessarily believe they
could adopt it. One non-profit artistic manager (Artistic 7) mentioned it, argued for
it, but then backtracked and heavily qualified his position. This is why Table 5.1
shows only one manager indicating a potential belief in Art for Art’s Sake, as it
records what managers appeared to believe, rather than what they simply
comprehended. If the table recorded comprehension it would be highly shaded and
reveal nothing of managerial beliefs.
In summary, Table 5.1 shows that Absolute Quality, Artistic Autonomy, Artistic
Leadership and Conviction manifest strongly in the data, and in contrast, the belief in
Art for Art’s Sake is negligible. Important differences were observed between the
two sectors. Nobody Knows, Conviction and Emotional Attachment emerged more
strongly in the accounts of commercial sector managers, whereas Absolute Quality,
Artistic Leadership, Artistic Authenticity and Art Form Development manifested
more strongly in the accounts of non-profit sector managers (across all functional
specialisations). One difference that emerged between the sectors is that commercial
managers could support beliefs with a tone of pragmatism, while non-profit
managers supported the belief with a tone of idealism. For example, Artistic
Autonomy and Artistic Authenticity could be upheld by non-profit managers as
important expectations in the sector that should be upheld as a matter of principle,
irrespective of any other considerations. Commercial managers showed how
supporting these conventions created the optimal environment for success, by
allowing artists to create their best work, to believe in their work, and fully get
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behind their projects. For non-profit managers it was an end in itself; for commercial
managers it was a means to an end, the end being commercial success.
Now that the PO findings have been presented, Chapter 6 will present the CO and
interfunctional findings.
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Chapter	6:		Consumer	Orientation	(CO)	and	
Interfunctional	Findings
6.1 Introduction
This chapter presents the Consumer Orientation (CO) and interfunctional research
findings in relation to the conceptual framework (Chapter 3, Figure 3.4). The chapter
identifies and explores managerial beliefs that underpin and influence CO and then
examines the implications these beliefs have for the relationship between artistic and
marketing managers.
6.2 Findings on Beliefs that Underpin and Influence Consumer
Orientation (CO) in Large Music Organisations (RQs 1 & 1a)
This section addresses the CO aspect of the research questions, and the CO
component of the conceptual framework, namely: What managerial beliefs underpin
consumer orientation (CO) in large music organisations? (RQ1); How do managerial
beliefs influence CO in large music organisations? (RQ1a) The same format is
followed for the presentation of the CO findings as was adopted for the PO findings.
Figure 6.1 presents a summary of the beliefs which underpin CO. Three CO beliefs
in the conceptual framework (see Figure 3.4) were supported: Art for Business’
Sake, Co-creation and Peer Respect (indicated with unbroken lines in Figure 6.1).
Additionally, two beliefs emerged in the analysis, a belief in Aesthetic Agnosticism
and a belief in the pursuit of Audience Trust in the non-profit sector (indicated with
dashed lines in Figure 6.1). There was little support for Reactive and Proactive CO
(indicated with dotted lines in Figure 6.1). The researcher was open to the idea that
212
Figure 6.1 Summary of beliefs which underpin CO
………....denotes no evidence to support _ _ _ _ _ denotes emergent belief
________denotes evidence to support belief Source: Researcher
‘Selling Out’ might exist as a potential complementary CO belief to Artistic
Authenticity, as commercial sales pressures might force some compromise of artistic
principles in the direction of CO. It was searched for within the data but little support
was found for this belief (also indicated with a dotted line). These CO related beliefs
will be discussed in turn.
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6.2.1 Art for Business’ Sake
The belief that managers worked in a ‘business’ and thus needed to serve business
needs such as consumer interests, held great legitimacy and was an important
underpinning CO belief within large music organisations. Prioritising consumer
interests and safeguarding revenue could always be justified on the basis that “you
know, it is a business” (CEO 5). The financial reality of having to pay bills and keep
an organisation solvent and functioning meant that it was naïve to think consumer
interests could be ignored to any large degree. The capacity for an organisation to be
pulled away from CO was limited by its capacity to fund it and cope with any
resulting loss in income.
6.2.1.1 Art for Business’ Sake and Commercial Managers
It was considered quite obvious by commercial managers across all functional
specialisations that they were working in a business, and artistic aspirations were
ultimately constrained by the realities of the business. Consumer appeal was a
fundamental precondition for survival and the running of the business: “If you have
no hits, you have no business” (CEO 3). It was also a precondition for the survival of
artists on a roster: “you get to a point where cost no longer equates to return, so
we’re a business, we have to [make a decision] we’re not going forward with the
band anymore” (Artistic 1).
In the discussion of Art for Art’s Sake in section 5.2.4, it was observed that managers
believed the business demands were too complex to permit Art for Art’s Sake to
become a guiding principle. While some managers spoke of trying to balance the
demands of pure artistic expression and commercial reality, one CEO saw it as
relatively simple, because Art for Business’ Sake must dominate: “it is a business.
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You know, it’s not a not for profit, it’s not like a museum, you know, it is a business”
(CEO 5). Another manager emphasised how the business dimension has been
growing in major record companies: “these large companies now are monster
corporations. … there’s still plenty of creativity, but no matter what spin people put
on it, it is more of a business than it’s ever been” (Marketing 3).
The business concerns that prevented managers from subscribing to Art for Art’s
Sake provide managerial support for Art for Business’ Sake. Commercial record
companies are for-profit, highly accountable environments, where the business
requirements of projects loom large and will be constantly assessed by financial and
supervisory staff.
However, while there was consensus among commercial managers that they worked
in a business, and that CO could never be ignored in such an environment, the
acceptance of business and marketing language in these organisations was less
enthusiastic and more qualified. There was evidence (which will be returned to in
section 6.3) that business concepts and language were causing clashes with artistic
sensibilities. For example, one marketing manager (who had come into record
companies out of management consulting) found a resistance to business language
and analytical business practices:
“there is a lot of snickering at words that people don’t understand”… “the
question is always how much science do you inject into the art patient without
killing it, because equally if you had a bunch of ‘suits’ – just go over to EMI
and ask the people that had to work under Terra Firma, it didn’t work for
them either – artists wanted to leave.  So there is something in it, and it’s
about managing that sort of exquisite tension between those two things”
(Marketing 2).
215
Terra Firma was a private equity firm which had taken control of EMI, but had
experienced artist relations issues and criticism that they had insufficient respect for
the creative process (Southall 2009). The manager (Marketing 2) deliberately
softened his business language to fit into the managerial context.
In summary, all commercial managers accepted that they worked in a business which
meant that market and CO imperatives could not be ignored. However, there was
evidence that business language and analysis was less warmly received within these
organisations.
6.2.1.2 Art for Business’ Sake and Non-profit Managers
Just as non-profit managers had difficulties committing to an Art for Art’s Sake
belief (see section 5.2.4), they freely acknowledged that they were in a business
across all functional specialisations. An artistic manager who had spent his life in
opera commented:
“we’re in show business, I mean you’re selling tickets to people, and Mr
Mozart, Mr Schikaneder wrote The Magic Flute; it’s great, one of the great
pieces of human statement about the human condition, they wrote it to bring
in the crowd so that they could pay the rent” (Artistic 6).
Marketing managers were particularly comfortable with the notion that they worked
in a business, such as a marketing manager who commented: “I read Harvard
Business Review, and I love that space, so I use a lot of that [business] language”
(Marketing 5). The strength of Art for Business’ Sake within the music theatre sector
was indicated by a CEO who observed: “it’s funny I literally hear that adage at least
once a week ‘It’s show business’, and it is a business” (CEO 9). Professional pride
could be discerned in some non-profit accounts where the size and the revenue
pressures demonstrated the organisation was not a small amateur concern, but rather
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an important, professional company with the responsibility of financially supporting
a large community of artists and employees.
To look for disconfirming views, one manager (Artistic 8) seemed quite disengaged
from the business dimension of her organisation, but it transpired that while she
served as the Artistic Director, she was commissioned to prepare the artistic program
as an external consultant, and so did not interact with the marketing and financial
functions in the same way as other artistic managers in the research.
In summary, Art for Business’ Sake was an important belief and supported CO
within the organisation. In the commercial sector, the belief was seen as a basic
reality, and in the non-profit sector as a reflection of the size, sophistication and
importance of the organisation.
6.2.2 Reactive Consumer Orientation
For a manager who believes in Reactive CO, the creative development process
should focus on first identifying consumer needs and then satisfying these needs.
While commercial managers knew that ‘back catalogue exploitation projects’ (such
as ‘Best of’ compilation albums) were developed in this way, and non-profit
managers knew that concepts such as ‘children’s concerts’ could be developed in this
way, this belief was rejected by all managers as a workable approach for normal
creative development with artists.
6.2.2.1 Reactive Consumer Orientation and Commercial Managers
Few beliefs united managers in opposition as much as ‘Reactive CO’ did for artist
projects: “I don’t think we’d ever go out to the market and go ‘what do you need’,
and then try go sign that band” (Artistic 1). It was seen as an ineffective way of
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approaching the development of new work in the commercial sector because
audiences were seen as lacking the imagination to envision new directions.
A small number of managers exhibited a strong negative reaction to ‘market
research’ which they considered to be a largely unhelpful undertaking. One manager
bemoaned “stupid questions” and concluded: “So, I hate research, but I know it has
to be done at certain times, and I would prefer it never be done” (Artistic 4). The
manager’s objection was based on the belief that the research was not predictive or
useful in helping guide creative development to optimise audience appeal, but rather
had the potential to confuse the process:
“We never ended up going anywhere with it, the record never came out, and
part of the problem was that we did too much research. There was market
research on the image of the group, on the sound of the group, on the choice
of singles, on the… and so the list goes on. All this stuff was being handled,
and every information was coming back and it was totally confusing
everybody, but no one had a clear vision of what they wanted to do at that
point” (Artistic 4).
This manager, Artistic 4, positioned himself as a frustrated outsider, annoyed by
attempts to inject greater research into the creative process. Where audience research
was conducted it was rarely employed to drive the creative development of artist
projects at a detailed level: “So, yeah, I’ve done a lot of research, but I’ve never done
research to dictate something to create” (CEO 5). One artistic manager made fun of
the idea of driving creative work from research:
“it’s never, up until this point, been the A&R team has sat around a
spreadsheet and gone ‘what we really need is someone who is going to
appeal to the tween market, who shop on Sunday afternoons between 3:00
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and 4:00, and wear pink mini skirts’. That’s an extreme viewpoint, but that
doesn’t happen” (Artistic 1).
The reluctance to use research data on audience preferences to inform creative
development was confirmed by the most experienced commercial manager in the
study (based on seniority and career length) who commented:
“at an A&R level, there was very little of that interaction. At a marketing
level there was much more. In terms of positioning, where we should
advertise, what radio stations we should go for, what the image should be,
that was a different situation, there was a fair amount of audience interaction
for that, but not in the creative part” (CEO 1).
Thus consumer insight could be employed later in the creative development process
to help connect music with audiences, but was not employed in the earlier stages to
help make the music. Even managers who had adopted Reactive CO in consumer
goods industries found difficulty applying it to the music industry:
“coming from Procter & Gamble I’m a very big believer in quantitative
research, and I don’t know how you apply quantitative research to new acts”
(Marketing 4).
This more limited use of market research did not stop audience pre-testing, but this
was rare, and was introduced to broker impasses between stakeholders over the
direction of creative work:
“we will go out to the group of 21 to 29 year old males, we’ll bring them in,
we’ll play them a couple of cuts of new songs that we’re not sure about, and
ask for their feedback. So we will do that. We don’t do that very often, but if
we’re at stalemate in a marketing meeting, then that would be the next step”
(Marketing 1).
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It should be acknowledged that in instances where ‘synthetic’ projects were being
pursued such as boy bands, projects could involve considerable audience input and
this type of act “you create from A to Z” (CEO 3). But these types of projects were
not seen as typical of the core artist development work undertaken by record
companies which is the core focus of this thesis:
“I think the essence of overnight success still exists on the back of pre-
fabricated or formatted TV shows (X-Factor, The Voice etc.). But the real fun
and the real money’s going to be made when you take the time to develop an
artist” (Marketing 1).
One manager (CEO 1) contrasted two industry luminaries to illustrate the difference
between synthetic (CO-led) projects and organic (PO-led) projects. Simon Cowell,
an industry figure behind the Idol and X-Factor style of TV format, was
acknowledged as bringing a CO approach to synthetic projects. Yet, as discussed,
this format accounts for only a small proportion of artist development activity. The
manager (and many others in the study) held greater reverence for Clive Davis, a
veteran A&R expert who worked on organic artist development projects, who had in
the opinion of CEO 1 more of a PO approach and had been responsible for breaking
a number of international superstar artists.
It should also be acknowledged that one artistic manager did make reference to
marketing pressure being brought to bear on creative projects if the project lacked a
radio-friendly track:“and marketing will say ‘we haven’t got any songs that we can
promote, we haven’t got any songs we can take to radio’” (Artistic 2). This could
result in additional re-working of material to provide a track that was radio-friendly.
The pressure to make these changes appeared to be more motivated by meeting
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criteria (such as the length of a track) defined by an industry intermediary (radio
stations), rather than incorporating consumer feedback into the process.
In summary, in relation to artist-led projects which is the focus of this study,
commercial managers rejected Reactive CO as having any role to play in the
development of new creative work. The idea of asking consumers what they want
and giving it to them was not seen as a viable way to drive the majority of projects
on which they worked.
6.2.2.2 Reactive Consumer Orientation and Non-profit Managers
Reactive CO was opposed by all non-profit managers as a matter of principle. These
managers believed the concept to be an inappropriate and invalid approach to the
development of new work, as evidenced by comments such as: “we wouldn’t let the
market define the product and in that respect I guess we are quite uncompromisingly
artistically led” (Marketing 6). Reactive CO was seen as counter to the whole raison
d’être of non-profit music organisations: “I think if we ever got into the game of
saying ‘OK let’s have an audience poll of what we program’ I think we should all go
home” (CEO 6).
As was the case in the commercial sector, one theme that emerged is that audiences
are seen to provide no help even if they are consulted, because they lack the
imagination to conceive of new creative directions:
“The thing is that the audience doesn’t know what it doesn’t know. And it’s
the job of the artist, the composer or the performer, to give the audience
something they didn’t know that they wanted. That is where true beauty lies.
Giving somebody something they have never been aware of before, but in fact
they deeply want. That’s fabulous, when that happens. And you will not get
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that out of marketing focus groups. You get that almost by accident but you
need to be aware of it enough to encourage the accidents to happen” (Artistic
5).
Artistic Directors see themselves as providing the imagination and creative flair to
curate experiences which audiences could never request in the manner of Reactive
CO. While research is conducted to examine audience preferences and feedback, it
almost never informs the development of new creative work: “We do survey the
audience perhaps every five years.  But I remember when that was last done, it didn’t
influence the direction that I thought we should be taking” (Artistic 7). To be purely
responsive would undermine the pursuit of Artistic Leadership and Art Form
Development discussed in the PO beliefs of growing, evolving, and developing the
listener and the art form (see sections 5.2.8 and 5.2.9). As one artistic manager
observed: “I’m not just going to give you what you ask for. Because that way you
[i.e., the music organisation] will die” (Artistic 5).  The organisation would die, it
was felt, through staleness and a lack of innovative flair. It should be acknowledged
that Reactive CO could be employed to improve ancillary services and support
activities such as parking, toilets, and dining options, but the creative development
process could never be seen to be driven by Reactive CO.
In summary, there was little evidence that Reactive CO underpins or influences CO
in either sector; in fact it was largely dismissed by all managers. Some exceptions
existed within the commercial sector. While a commercial manager made reference
to artists being lobbied to create something that stood a better chance of being played
on radio, managers in the non-profit sector would not intervene so strongly.
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6.2.3 Proactive Consumer Orientation
Proactive CO is a belief in using marketing intelligence to identify and satisfy latent
consumer needs (Narver, Slater & MacLachlan 2004). The belief is based on the
assumption that sometimes consumers are unable to predict and consciously
articulate their own future needs and so other means are necessary to identify and
prepare for these future opportunities. In the study, there was very little evidence to
suggest managers collected data with a view to anticipating future needs. The only
such evidence existed in relation to tracking the growth in genres in the commercial
sector and what this might mean for one’s ‘roster mix’ or portfolio, which in turn
could influence the approach to commissioning new work. In the non-profit sector
the balance of repertoire within an overall season was also seen as a portfolio, and
audience feedback may influence this balance. Yet, this evidence amounted to a few
references in the interviewee transcripts, rather than a widely held belief.
6.2.3.1 Proactive Consumer Orientation and Commercial Managers
In terms of the rise and fall of genres and the representation a label had in a genre,
one commercial manager alluded to applying this type of lens to the artistic output:
“We look at our roster mix and go ‘Gees, we don’t have very many female
singer/songwriters at the moment’ for example. We probably need some sort
of balance, because we’ve got too many rock bands” (Artistic 1).
It should be emphasised that managers generally believed that market research
insight into audiences could be valuable, even if they saw it had little relevance to the
development of new creative work. Marketing managers were particularly keen to
assert that: “we do [audience] insight on every project that we’re working on”
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(Marketing 2), but managers undertook this research with the purpose of connecting
music to audiences once the work is created, not to drive the creative process or
attempt to anticipate future needs. Research and analysis was seen by managers to
have a legitimate role to play in: preparing the business case to sign artists; informing
promotional activity to better connect projects with audiences; marketing synthetic
projects such as greatest hits compilations; and, in the management of broader
product portfolios.
Trying to understand audience needs and preferences through segmentation was a
topic that marketing managers in both commercial and non-profit contexts enjoyed
discussing and they were proud of the often extensive work that had been
undertaken, such as in this example from a commercial marketing manager:
“I have a 120 page book which is the culmination of a two year music study,
which as I mentioned earlier, initially started with this cone of different music
consumers, but now we’ve mapped that into 26 segments of
audience/consumers from 15 to 55, Fanatics, all the way from
‘Musicologists’, to ‘Enthusiasts’, ‘Casuals’, ‘Indifferents’. We don’t set a
marketing plan without isolating which segment the artist sits in, and at what
phase we’re going after them” (Marketing 1).
Segmentation analysis was used to connect music and artists with audiences, not to
push artists to create music for a particular segment. Commercial marketing
managers spoke of social media data being used by managers to educate artists about
audiences and to negotiate with artists about their overall creative direction, such as
the following observation from an artistic manager:
“You have to manoeuvre them [artists], to a point, and direct them and give
them advice, and show them examples of why they should be where we think
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they should be. And from my point of view there’s a whole lot of tools for
that. There’s pure analytical data. So things as simple as Facebook profiles,
‘here’s your audience, look who’s interacting with you, it’s 13 to 16 year old
girls. And you want to go and make a hard core rap record. And you’ve made
sweet pop before. You’re going to lose them” (Artistic 1).
Data was being employed to ensure artists understood the demographic to which
their music appealed rather than Proactive CO, which would be analysing future
needs of which the audience itself may be unaware.
In summary, there was little evidence that Proactive CO was a working belief among
commercial managers that influenced or supported CO. However, managers did
value and employ consumer insight to help connect artists and music with audiences,
and to help optimise broader portfolio management.
6.2.3.2 Proactive Consumer Orientation and Non-profit Managers
A non-profit CEO (CEO 6) observed that while formal market research did not drive
creative work, at a macro level, it could determine the balance of types of work
within a season and the overall structure of a season. Non-profit managers,
particularly marketing managers and CEOs saw value in market research insight into
audiences. The aspiration to know one’s audience was supported, seen in comments
such as: “You’ve got to understand your audience, know your audience” (CEO 8).
Managers believed that significant audience research was being conducted, in areas
such as segmentation: “there’s an obsessive amount of audience segmentation going
on” (Marketing 6), and involved sums of money they considered significant: “we
spent $100,000 on [the research] and it did throw up some fantastic results about
what audiences actually want” (CEO 8).
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However, as in the commercial sector, market research was not undertaken to drive
the development of new creative work, but rather to inform communication and
promotional activity to better connect the resulting work with audiences. One CEO
(CEO 6) believed that research could be used to undertake portfolio management and
make macro and structural decisions about creative work balance and the overall
architecture of a season.
Non-profit organisations did not use audience research in the development of
creative work, but rather to help them communicate with the audience and
contextualise the music, as illustrated by the following example:
“What we try to do is listen to audience research to tell us how to talk about
programming, but that’s very different to talking about actually doing the
programming or changing the programming” (Marketing 7).
In summary, as in the commercial sector there was little evidence that Proactive CO
was a working belief among non-profit managers that influenced or supported CO.
However, it would be wrong to conclude that managers cared little about insights
into their audiences. They generally cared greatly, but largely failed to see how deep
research and insight could inform the development of creative work or anticipate
future audience needs.
6.2.4 Co-creation
In this thesis, ‘Co-creation’ is a managerial belief supporting CO that audience
members have a role to play in the development, production, marketing or
distribution of products (Hartley et al. 2013). A full spectrum of views on Co-
creation emerged, ranging from one marketing manager (Marketing 6) who was
enormously excited by the possibilities to another artistic manager (Artistic 5) who
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saw it as a trendy, but ultimately dishonest attempt to position artistic statements as
‘conversations’. Managers did not use the expression ‘Co-creation’ to describe the
phenomenon but rather language such as ‘audience engagement’. A marketing
manager who spoke of an artist who had “co-opted her fans in everything that she
does” (Marketing 2) was the closest a participant came to the term ‘Co-creation’.
Where managers described the concept of Co-creation through other language (such
as ‘engagement’ or ‘participation’) it was coded as Co-creation (see section 4.7).
6.2.4.1 Co-creation and Commercial Managers
The findings suggest that commercial managers were divided in the belief that
audiences could legitimately contribute to the development of new creative work.
Evidence showed that this phenomenon was taking place but was rare. There was
universal acceptance by managers that audiences generated content that significantly
contributed to the promotion of new work.
One vivid example of Co-creation emerged in the commercial context which the
manager used to demonstrate to the researcher the full spectrum of its potential. The
manager acknowledged that this was presently a rare phenomenon that was primarily
driven by the artist’s own vision. It was something of which the manager was proud:
“One of our most wonderful examples within the family of artists that we
represent is a woman called Imogen Heap, and she is someone who has
essentially co-opted her fans in everything that she does – she tweets, she
uses social media, she actually uses them as a creative network, they’ve
helped her with her artwork, they’ve helped her with ideas, she’s actually
hired one of them to build her website, and she... I mean she’s a fantastic
example, to the point where she’s actually partnered with YouGov, which is a
research agency, to do research into herself, using proper research methods.
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So I think it’s... but it’s few and far between”. ... “it’s people for whom
actually technology and social engagement is actually part of their creativity.
I mean she’s like that, setlists, album covers, and what should I do next,
creating a mosaic of sound samples that people send in to... that they’re then
tessellated into it. You know like she’s out there in terms of using the world as
an orchestra, as part of the band, and it’s very compelling to her audiences”
(Marketing 2).
In the above example, audience involvement extends beyond amplifying a message
and promotional support to creating and sharing content, and becomes integrated into
the entire creative development process. But this degree of audience involvement
was rare. Commercial managers admitted to receiving an enormous volume of data
on current audience preferences via social media platforms, yet generally found it
difficult to articulate how this information could contribute to new work. Artistic
managers observed that social media had enabled canvassing of potential artistic
directions and ideas, though there was little firm evidence that this was occurring:
“So now that an artist can go out to their network and go ‘I’m thinking about
doing this’ or ‘what do you think of this?’. They’ll get direct information
back. Now, how that affects them as an artist, I don’t know, but they’ve got
that information, which they wouldn’t have had before” (Artistic 4).
Commercial managers confessed that social media feedback had a dark side. It had
led to data overload and noise, offering conflicting, confusing and occasionally
hurtful advice for artists. One manager believed it was only useful to look at data at
an aggregate level, and that social media feedback can be confusing and upsetting for
an artist:
“it is very useful to stick a cup to the internet and listen to the chatter at the
aggregate level, and we’ve spent a lot of time looking at buzz metrics, so
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looking at what the wider patterns in the data tell you about where something
is in the public sentiment or not. Looking at specific comments is a hiding to
nowhere, and then doing things based on those comments, for every one
person you please, 20 trolls pop up. ... and it’s a very hurtful and painful
process for an artist. I mean I see it, and it’s horrible” (Marketing 2).
This reaction to audience feedback points to a potential conflict between Artistic
Autonomy and Co-Creation. Co-creation can intrude on the creative space and
consumer voices can confuse and overwhelm artists. Reactive CO, and reacting to
social media feedback would also potentially conflict with Artistic Autonomy, but
since Reactive CO received so little support there is less chance for conflict.
A point was raised in the Artistic Authenticity section (section 5.2.7) that the notion
of Selling Out involves the artist abandoning their own preferences in the hope of
reaping financial rewards. If an artist lets go of their own preferences to create space
for audience preferences to be integrated under the banner of Co-creation could this
not result in feelings of inauthenticity? To what extent does the music remain a
personal artistic statement? These questions are not the focus of this study, as the
focus is on managers, not artists, but ambivalence created by conflicting artist beliefs
could potentially limit Co-creation. The artist’s perspective on Co-creation and
whether it is perceived to support or challenge them is worthy of further research.
One CEO (CEO 3) refused to believe that Co-creation held any value at all, believing
that audiences lack the imagination to contribute anything worthwhile. This CEO
believed that if the audience created its own product via aggregating online samples,
there would be no overriding artistic vision or Artistic Leadership, and therefore
there was no point in managers getting involved, because it was doubtful it is even
music, and so it appeared, to him, largely a waste of time:
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“Just put a computer with 6 million sounds, and 12 million voices samples
and say [makes robot/computer noises] ‘what do you want?’. The computer
can do a song with 6,000 guys online choosing at the same time. If the world
goes that way, then it’s not music anymore, it’s not entertainment....” (CEO
3).
In terms of promotion, it was accepted by all managers that active audience
engagement and making/sharing content was now central to the marketing and
promotion of new work. International synthetic projects such as the band One
Direction are built on audiences actively participating in the promotional process:
“I mean that is an act where in certain territories it’s number one, there’s no
radio play, it’s all built out of social media, and a strategy that was about
engaging with the fans where they were.  It was one of the most significant
drivers of under 16 girls joining Twitter”… “because the most important
thing about One Direction to its fans is that it is the social network.
Facebook, Twitter, etcetera, are technologies, and this is what really interests
me as well, is that people get hung up on Facebook, [but] social media is just
people talking to each other, and what they need is an excuse to talk to each
other, and guess what, bands are a good thing” (Marketing 2).
Music conversations as described above enable ‘word of mouth’ promotion through
social media, driving awareness and purchase of music. The promotional
participation of audience members actually extends beyond word of mouth alerts or
discussions, to uploading text, photo and video content, that spoof, alter or in other
ways comment on the music and band.
In summary, managers were divided on Co-creation. Co-creation certainly has the
potential to support CO in music organisations but it was actively rejected by some
managers. The most heavy criticism of Co-creation came from a commercial CEO,
and not an artistic manager, and so a tension between artistic and marketing
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managers did not emerge in the commercial sector. The example of Imogen Heap in
this section showed that Co-creation can operate at all stages of making and
marketing music. Audience involvement can provide strong audience support to
commercially safeguard the project and improve the business case, generate diverse
creative ideas, and create material for promotional activity.
6.2.4.2 Co-creation and Non-profit Managers
The findings suggest that non-profit managers could communicate contradictory
positions on whether audiences could legitimately contribute creatively to the artistic
content. There was evidence that this idea was being explored, such as by one
orchestra, but it was rare. There was more support for engaging audiences as
contributors to the promotional process, but this was less central than in the
commercial sector.
A non-profit manager who marketed an orchestra was the most optimistic and
energised of the non-profit managers who discussed Co-creation. She explained that
they were using technology and downloadable sound samples to allow people to:
“create your own virtual … orchestra in your bedroom”… “the goal for us is
for as many people as possible to have some engagement in their own way,
curated by them, manipulated by them, it’s user generated content you know,
gone mad isn’t it, that our goal is for as many people as possible to have a
relationship with an orchestra” (Marketing 6).
The use of technology to open up activities was an aspiration that did resonate in the
accounts of the other two non-profit marketing managers (Marketing 5 and
Marketing 7), but this example was the most advanced and concrete. In a smaller
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way, one CEO (CEO 6) saw her organisation as actively encouraging audience
members to share their experiences online after the concert through online blogs:
“we have some very active bloggers, and I think that that’s actually
something that we want to continue encouraging, because the whole essence
of going out to a live concert is that you want to share this with a community
of like minded [people] but blogs really reinforce that” (CEO 6).
One artistic manager found the concept of Co-creation dispiriting due to its potential
to undermine the role of a controlling artistic vision and its attempt to replace artistic
statements with conversations. The researcher asked him whether there is a
‘conversation’ between the organisation and the audience. He replied:
“Referring to it as a conversation I think is... I don’t think it’s entirely honest.
Because in the end, the Artistic Director chooses a program, and you either
go to it or you don’t, there’s really no conversation. In fact, you might like to
pretend there’s one, but I think it is a pretence. It’s nice that you can frame it
like that, but let’s get real” (Artistic 5).
This artistic manager rejected the orchestral example above of people reworking
digital samples online, which he saw as being largely worthless in terms of the
mission of his organisation:
“Music has to be experienced together. That’s what [the organisation] is all
about. This whole business of, you know, ‘mash up’ and online delivery and
stuff, it’s all crap. Yes it’s interesting, but it’s not valuable. ... What matters is
getting into a hall with musicians. And actually interacting with other living
beings. ... The important stuff happens between breathing people. In the same
time space. ... There are so many forces now encouraging people to think
online, and think digital delivery, and all of these catch phrases, but that’s all
they are, they’re catchphrases. They miss the point. Which is it’s about
communion” (Artistic 5).
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‘Communion’ as stated above implies a quasi-sacred, quasi-spiritual experience
which is shared among those present. For this manager, a music concert was a living
thing for which recording technology was no substitute. This example shows that
‘Co-creation’ may be resisted by artistic managers as it involves sharing control of
the artistic content. The researcher also asked the CEO colleague of this participant
(CEO 6) her opinion of the orchestral digital download initiative. The CEO also felt
someone pursuing that aspiration was “fooling themselves”. She did see the
encouragement of audience engagement as worthwhile but added: “do I see it as
important as people who stump up and come into a live music performance?: No”
(CEO 6).
There was little evidence that social media feedback was influencing the artistic
content in the non-profit sector. On rare occasions, social media feedback could
impact artworks in real time, such as a comedy troupe with a highly improvisatory
show. One CEO explained that such a show in his city: “used tweets to actively
engage their audience in choosing topics for improvisation springboards” (CEO 9).
With regard to promotional activity there was evidence that organisations are giving
greater attention to audience engagement through technology:
“we did Australia’s first Google hangout with [artist]. So we did a fantastic
thing, where, you know, you can actually see the video on YouTube, where
people could do a Google hangout and ask him questions, and he was at
home, in his recording studio. Recently with [Festival], we webcast four of
the concerts there, and we did Google hangouts there as well. So I think
we’re always looking for ways to add value to the audience and the artist’s
experience, and bring them together” (Marketing 5).
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While the above example shows that non-profit managers did utilise technology to
invite the audience into engaging with and promoting work, at the time of the data
collection, this appeared a more established and integrated practice in the
commercial sector.
Non-profit marketing managers did passionately engage audiences in the creation of
meaning, through contextualisation, interpretive assistance and opportunities for
post-event processing of the experience. They saw this activity as critical in helping
audiences gain an appreciation of contemporary work:
“you can provide them with endless resources, curated in all sorts of different
ways, that they can go on their own journey to explore” … “You can offer
people all sorts of routes, historical and literary, you know, there’s so many
ways in …” (Marketing 6).
In summary, as in the commercial sector, non-profit managers were divided on Co-
creation. Non-profit artistic managers can feel threatened by the increased power
granted to audiences, though the social media engagement of audiences was higher in
the commercial sector. The two most strongly negative views on Co-Creation, from
two different sectors, both expressed a belief that it also undermined the PO
supporting belief of Artistic Leadership, because instead of leading audiences, it
meant following them. The impact that Co-creation has on Artistic Autonomy,
Artistic Leadership and the self-perception of artists with regards to Artistic
Authenticity is presently unexplored and worthy of further research.
6.2.5 Peer Respect
There is evidence in this study to suggest that managers in both sectors, particularly
artistic managers, value and pursue Peer Respect. Artistic managers sought the
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counsel and support of “musicians you respect and other people in the industry you
respect” (Artistic 7). It is possible for marketing managers and CEOs to believe in
Peer Respect, but artistic managers are more likely to view peers as a significant
target audience and believe that work that appeals to their peers both validates the
work and enhances their own professional reputation and career prospects. Peers are
seen to possess the requisite experience and sophistication to appreciate the true
merit and challenges of projects. As a segment, peers can also possess the power to
influence broader appreciation of the work. However, within the commercial sector,
the pursuit of Peer Respect was seen as negative by some managers, who saw it as
potentially marginalising the broader audience appeal of projects.
6.2.5.1 Peer Respect and Commercial Managers
‘Peers’ for commercial managers encompassed a broad range of industry influencers
and opinion leaders, including critics, media, influential bloggers, radio station
program directors and executives within the music and entertainment industries. The
findings suggest that artistic managers were most committed to pursuing Peer
Respect, but some CEOs saw this pursuit as potentially marginalising commercial
opportunities rather than enhancing them: “I don’t believe in making music for the
critics. I think that the consumers are ultimately the deciders” (CEO 1). It was
accepted by all commercial managers that in such a fashion driven industry as
commercial music, peer audiences and industry support could be influential in
developing artists and amplifying projects. In the normal (‘organic’) creative
development work of record companies developing and launching artists,
‘credibility’ was seen as a necessary component of a successful strategy, and Peer
Respect was seen as vital to credibility. One CEO commented: “a big part of the
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success is the credibility, and the reviews, and the response among people that
matter, because that sets the foundation that should develop the sales” (CEO 5).
Due to the more active role taken by some audience members blogging online,
influencing other audience members and leading the adoption curve of music trends,
these audience opinion leaders were also considered part of the ‘peer audience’ by
some commercial managers:
“the Űber Scenesters, the guys who hang out in Newtown, or Oxford Street
[Sydney], on a Thursday/Friday night, they live on blogs, they don’t listen to
the radio, they might listen to completely skewed 2SER community radio
broadcasts, they’ve got friends in Oslo and Montreal who feeds them music,
and we almost look to those guys to also give us a bit of a guide on what’s
happening, what’s cool …” (Marketing 1).
Artistic managers were seen by CEOs and marketing managers as caring about Peer
Respect and positioning themselves to their peers as being on the cutting edge of
fashionable trends in music. One of the marketing executives commented that a:
“good A&R guy is just looking to burnish his credentials for his next job”
(Marketing 4). Fears over job security were frequently raised by Artistic 3, and such
fears provide commercial artistic managers with an incentive for them to maintain
close connections to industry peers.
With regard to artists, if an artist lost Peer Respect and began to be dismissed by
sophisticated audiences such as critics, industry figures and ‘cool’ audiences, this
could be professionally hurtful, and could motivate artists to change strategy and
audience focus in an attempt to reclaim their previous position. This change of
direction could then place them in conflict with managers in record companies who
were finally seeing a return on their investment, who had expended considerable
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effort broadening their audience, and for whom such a strategy meant going
backwards and reducing their audience. One manager commented:
“there’s Lou Reed, after he had the huge thing with ‘Walk on the Wild Side’,
did a record of four sides of complete noise, it was like complete feedback
noise. He owed two more albums to RCA, he’d had ‘Walk on the Wild Side’
plus two big records, ‘Rock ‘n’ Roll Animal’, he was a huge rock star, and all
of his downtown hip friends were all going, “Oh, Lou’s a rock star, he sold
lots of records,” he says, “You want to see rock star, watch this,” and he
released something that was literally – I don’t know if you’ve ever heard it,
it’s called ‘Metal Machine Music’, it’s 16 minutes and one second on each
side, all four sides, he handed in his two last records” (CEO 5).
Artists aggressively reasserting their creative freedom to appeal to peers could in fact
have negative implications for managers attempting to broaden the appeal of artists.
It should be emphasised that while small independent companies may be able to
sustain themselves from sales derived from a niche, cognoscenti audience, larger
record companies have a large marketing and distribution infrastructure which
requires higher sales volumes to fund. Appealing to a niche audience of peers alone
will therefore never be sufficient:
“We’re not an indie, we’re not necessarily playing in that ‘cool school’
space, we’re all about charging down the next multiple platinum single, it’s
all about number one, it’s all about number one airplay, number one iTunes,
number one ARIA chart” (Marketing 1).
The tension arising from which target audience to prioritise, namely peer or
mainstream, is discussed further below in section 6.3 on the interfunctional
implications of beliefs, in terms of the relationship between artistic and marketing
managers.
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In summary, managers agreed that peer audiences and industry support could be
influential in developing artists and amplifying projects. However, there were also
fears that too great a focus on peers could have the effect of alienating the broader
mainstream audience as the tastes between these two segments may differ.
6.2.5.2 Peer Respect and Non-profit Managers
The findings suggest that the pursuit of Peer Respect is believed in and valued by
non-profit artistic managers. Professional peers could include conductors, musicians,
other managers, composers, agents, music publishers, critics, overseas experts,
government appointed panels and board members. Peer Respect was seen as
particularly important to non-profit artistic managers in providing support to their
artistic decision making, yet as in the commercial sector, it is questionable whether
their commitment to serving peer audiences resulted in CO outcomes for the
organisation. The problem arises because the aesthetic preferences of peers may
differ markedly from those of the mainstream audience which represent the bulk of
people who will experience the music. Managers may be making their offerings less
consumer friendly by taking readings from a smaller segment whose characteristics
in terms of attributes such as genre sophistication are not representative of the normal
purchaser.
Artistic managers of non-profit organisations spoke of the importance of engaging in
a dialogue and listening to feedback but generally saw the most valuable feedback
coming from professional peers and not the audience:
“I don’t think you should be influenced too much by public views. I think the
better influences are likely to be musicians you respect and other people in
the industry you respect. So other people with very good ears. And there are
agents and music publishers, other composers and so on, who have good
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ears. And you find out the ones that you enjoy having those conversations
with. And I think they are a good testing ground for your own ideas” (Artistic
7).
It should be acknowledged that peer assessment was part of the government funding
criteria for some of these non-profit organisations, and this fact was specifically
referenced by managers working in Australia. Thus, a belief in Peer Respect is
reinforced in the Australian managerial context by cultural policy, and peer
assessment is a requirement for organisations funded by the Australia Council. As
one artistic manager commented: “we have [government funder appointed] artistic
review panels at every concert. They make written reports” (Artistic 5).
Despite the requirement for artistic managers to engage in peer assessment and
review, they did not always find the process useful. One artistic manager invited
established music critics to a sandwich lunch in his office to discuss general
observations of artistic quality over the course of the season. He found that having an
informed, constructive discussion with critics, with them open to different
perspectives was harder than he imagined:
“Well [music critic] said he wasn’t going to have a sandwich, he was going
to be getting a proper meal in a restaurant or he wouldn’t come.”… “[critic]
was very wary of it”… “[critic] had to be given a list of what we’d actually
done in the year.” … “criticism now isn’t so helpful, because it’s black and
white, and the grey is what’s interesting” (Artistic 6).
Disappointed, he created his own peer review forum:
“I formed a group called The Associates of [opera company]” … “to talk
about the artistic health of the company, which involved performers, critics, a
couple of overseas experts, and the general manager was always invited to
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come obviously. And I chaired it, and then we started to get Board members
to come if they wanted to come, and they would participate in the
discussion”… (Artistic 6).
It could be argued that peer review from critics warrants special marketing attention
because traditional music critics writing in newspapers are vital in certifying for
audiences the credibility and artistic merit of a project. Yet, there was evidence that
the power of these critics was waning due to falling newspaper circulations and thus
the value in cultivating them had diminished. As one non-profit marketing manager
working in an internationally celebrated venue commented: “reviews used to matter,
now reviews don’t matter one little bit” ... “the field has changed in a fundamental
way” (Marketing 7).
To return to the question of whether appealing to peer audiences is CO, it can be
argued that the pursuit of Peer Respect assists CO within the organisation by
encouraging the organisation to be open to feedback on the way concerts are being
received by a specialist, niche ‘segment’ (i.e., peers). Peer feedback tests thinking,
allows preferences to be understood and prevents insularity. People who fall into this
category such as artists, composers, agents, and even critics are also stakeholders in
the organisation. However, seeking people with “very good ears” (Artistic 7) shows
the objective is not to understand how the broader audience is experiencing the
concerts (or other segments) but rather to acquire expert opinion on the Absolute
Quality of the concerts, as viewed by people with expertise and discernment. Peer
Respect is based on the notion that quality is something mainstream audiences may
not appreciate or be in a position to evaluate, and is linked to Absolute Quality rather
than quality being defined by the end consumer. Thus, attention to pleasing peers and
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decisions taken in relation to peers need not have a relationship with the needs of the
broader audience and could therefore lead to audience narrowing and marginalisation
(as a result of a peer focus). As one CEO emphasised: “I don’t believe in making
music for the critics” (CEO 1).
A belief in Peer Respect can exert an influence across the whole creative
development process. Critical support and endorsement may be a consideration in the
decision to proceed with a project. Artists could also value Peer Respect and work
with other artists and creative peers in the creative development of new work.
Finally, peer support is cultivated in the promotional phase among opinion leaders.
In summary, in the non-profit sector, the pursuit of Peer Respect manifested clearly
in the accounts of artistic managers, and had the added reinforcement of being a
cultural policy requirement for some managers (depending on geographical
territory), which was not present in the commercial sector. As in the commercial
sector, there was evidence that too great a focus on peers could have the effect of
alienating the broader mainstream audience as the tastes between these two segments
may differ.
6.2.6 Aesthetic Agnosticism (An Emergent Belief)
A CO supporting belief that emerged in the data analysis was ‘Aesthetic
Agnosticism’. It is a belief that managers who make artistic choices on the basis of
their personal aesthetic preferences are unprofessional, because they should be
choosing work for audiences not themselves. As an artistic manager observed,
“You’re not doing the campaign for you. You’re doing it for people, fans” (Artistic
1). One’s own aesthetic preferences and personal beliefs about the artistic merits of
the music should be considered subservient to the needs of the marketplace. A
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position of Aesthetic Agnosticism or neutrality ensures that a manager is open to
supporting projects that may be in the best interests of the organisation and its
audiences, even if the manager does not personally like the music.
6.2.6.1 Aesthetic Agnosticism and Commercial Managers
Comments in support of Aesthetic Agnosticism were made by commercial managers
in the study across all functional specialisations. Tensions emerged between this
belief and previously espoused PO views, such as Artistic Leadership, Emotional
Attachment and Conviction. There is evidence that Aesthetic Agnosticism supports
CO in these organisations by prioritising audience preferences above the personal
preferences of managers and artists.
One artistic manager articulated Aesthetic Agnosticism with great clarity and his
belief in it:
“I think the biggest mistake an A&R person can make, or a marketing person
can make, is that they do a campaign or they sign an artist on what they like.
Because you’re not signing them for you. You’re not doing the campaign for
you. You’re doing it for people, fans” (Artistic 1).
Another artistic manager took the view that their job was simply to “sell records”
and “take ourselves out of the equation, as judges of whether or not what we’re
creating is good” (Artistic 2). Managerial aesthetic judgements thus become
irrelevant; indulgent distractions to the overarching financial objectives of the
organisation.
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Commercial managers across all functional specialisations observed that attitudes
and approaches that might be useful and acceptable in a specialist niche label do not
necessarily work in a major record company:
“I think it’s the undoing often of senior executives, CEOs, when they try and
put their own imprimatur, their own taste, their own particular style. It
narrows the scope too much for a major company. Great for an indie label,
but not for a major company” (CEO 1).
For example, a specialist label devoted to ‘death metal’, hip hop, reggae or Puerto
Rican salsa music would develop strengths and expertise in a specific genre targeted
at a specific audience and may attract employees devoted to that genre. Major record
companies need to serve diverse audiences and span diverse genres to maximise their
economic potential and obtain the maximum return on the significant marketing and
distribution infrastructure they have built. One artistic manager (who worked in a
major company, as did all commercial managers in this study) commented that this
meant: “I don’t have the luxury of my personal tastes in music” (Artistic 1).
Aesthetic preferences are an indulgence a company can ill afford if it is attempting to
maximise sales across many artists and genres. One marketing manager pointed out
that any aspiration to like all the music one worked on was completely impossible in
a large entertainment organisation:
“it’s not everything you’re going to put out you’re going to like, and I don’t
care... I mean that’s going to happen if you work at a record company, if you
work at a film company, you know if you work for a television station you’re
not going to like every program that you put out” (Marketing 3).
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Despite Aesthetic Agnosticism being supported by commercial managers, an
individual manager could experience internal conflict between this belief and
previously espoused PO beliefs such as Emotional Attachment (see section 5.2.3)
and Conviction (see section 5.2.2). One CEO recognised this tension as an inherent
contradiction often seen in record companies, where what one actually ‘likes’ may
have no relationship whatsoever to what is commercially successful and what one
needs to support:
“And so I think if you were a music elitist you would have a bit of trouble
being happy with your job marketing within a record company, because the
most successful music is the music that the A&R man doesn’t actually like.
A&R never liked Abba, they never liked Bucks Fizz, they hate Celine Dion”
(CEO 4).
One artistic manager also wrestled with this tension. He had previously spent
considerable time extolling the power of building belief in creative projects and the
need to become personally invested in the process. He also expressed a belief in
Aesthetic Agnosticism and was sufficiently self-aware to see the contradiction
between passionately fighting for a project and also being a detached, dispassionate
observer, trying to bring objective guidance. He commented:
“I always have a joke that you’ve got to hate your artists, because you’re
always looking out, you don’t have an emotional skin in the game. For me it’s
a trick of the mind because I obviously do, because I love my artists…”
(Artistic 1).
From the above perspective, the dispassionate Aesthetic Agnostic approach and the
fierce advocacy of Conviction were two different lenses that could be imposed on a
project.
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One CEO indicated similar ambivalence between agnosticism or belief in projects, as
he had previously expressed his frustration of working on inauthentic projects but
then took pride in being able to successfully work on projects he thought: “were just
complete and total crap” (CEO 5). He commented:
“I was good at it, you know that’s how I got ahead, going in and selling
people something that you had a number on, that you didn’t believe in, no big
deal, you move onto the next thing, you know” (CEO 5).
Once the CEO (in more junior sales roles) was given a sales target by the
organisation (‘a number’) he successfully secured the support of retailers. This is an
example of Aesthetic Agnosticism because he is pushing forward the company’s
commercial agenda without allowing it to be compromised by his own personal
enthusiasms.
It should also be noted that there is a difference between believing in the artistic
worth of a piece of music and believing that a project is in the best commercial
interests of the organisation. Ideally, commercial managers wanted to believe in the
work artistically and this is where Emotional Attachment is introduced. However one
can profess Aesthetic Agnosticism and still ‘believe’ in the project and fight for it
because of a belief in the broader commercial purpose being served and one’s
professionalism as a manager. Examples of such commercial purposes might be that
the project is targeted at an audience with which the manager has no empathy.
Alternatively, the company may have guaranteed international distribution to a
project, which will work well in some markets, and poorly in others, and so releasing
and getting behind the project, despite one’s misgivings, is the price of being a good
corporate citizen and protecting the broader interests of the organisation. To limit
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support to one’s own preferences damages the economic potential of the
organisation: “It narrows the scope too much for a major company” (CEO 1).
In summary, Aesthetic Agnosticism did emerge in the accounts of eight commercial
managers and did support CO through elevating the importance of audience
preferences. Commercial managers did express tensions with regards to their PO
beliefs and Aesthetic Agnosticism as a CO belief: the tension between being
personally invested as a tastemaker and being dispassionate and objective; the
tension between being elitist and mainstream; and, the tension between wanting to
believe in the artistic merits of what one creates and markets, but accepting that there
is no realistic possibility of this happening for every project in a large commercial
enterprise.
6.2.6.2 Aesthetic Agnosticism and Non-profit Managers
The findings suggest that it is possible for non-profit managers to see the point of
Aesthetic Agnosticism in certain contexts, but it was far less prevalent than in the
commercial sector, and was opposed in principle by managers such as Artistic 5 and
CEO 6.
Only two non-profit managers made statements that indicated they were open to the
idea of Aesthetic Agnosticism in certain contexts. Even then, these two statements
were qualified when compared with commercial managers. One of the most PO
oriented non-profit artistic managers commented:
“I’ve got a friend who’s a programming director in a very big institution.
And her view is that if she likes it, the audience would like it. So she
programmes what she likes. I would like to think that I could do that, but I
would honestly say I don’t, because I think that I also have a duty to program
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some things that I think people will like, even if I don’t. Or I know they like
even if I don’t. So again, there’s a certain amount of pragmatism in what I
do. I’m not just going to say well I’m only going to program what I like
because I don’t think I have the right to do that” (Artistic 7).
The use of the words “program some things”, indicates that this is not a guiding
principle, but rather a balanced accommodation, where some pieces may indeed be
chosen on the basis of his aesthetic judgement, but this is not extended to every
aspect of programming.
One non-profit CEO believed that managers were often poor at identifying their own
biases and therefore being more transparent would enable the organisation to better
assign the right people to assess the right projects:
“I think it’s important to recognise what your personal taste is. … I think a
lot of people aren’t great at doing that. They’ll tell you ‘Oh, I like
everything’. But when you actually sit down and question them and try to
work out what it is that they like they’ll have a list a mile long of things they
don’t actually like” (CEO 9).
Looking more broadly at the non-profit sector, the very strong commitment to
Artistic Leadership means that managers tend to ‘take a position’, guiding, educating
and shaping taste, rather than passively responding in a value-neutral way as is the
case with Aesthetic Agnosticism. This approach made it impossible for Aesthetic
Agnosticism to influence CO within these organisations to any great degree, and this
was the key difference compared to the commercial sector.
Aesthetic Agnosticism can potentially influence the creative development of a
project at any stage. Artists can be signed in the knowledge that even though the
manager might not personally like the music, they can support the broader objective.
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Similarly, managers can believe that selling, marketing and advocating for a project
that they personally dislike, while not ideal, exhibits professionalism, as was argued
by CEO 5.
In summary, the findings suggest that Aesthetic Agnosticism can arise but is less
prevalent in the non-profit sector compared to the commercial sector given the non-
profit importance of Artistic Leadership. Non-profit managers tend to ‘take a
position’, guiding, educating and shaping taste, rather than passively responding in a
value-neutral way as is the case with Aesthetic Agnosticism.
6.2.7 Audience Trust (An Emergent Belief, Non-Profit Managers Only)
A strong belief in building Audience Trust emerged in the non-profit but not the
commercial sector analysis. This belief arose as a consequence of the aspiration to
lead audiences into experimental terrain (Art Form Development and Artistic
Leadership), which requires audiences to trust the organisation and allow themselves
to be led. Alienating musical experiences broke this trust and saw audiences
withdraw from the process and refrain from participating in future concerts. Thus,
Audience Trust is a precondition for Artistic Leadership and Art Form Development
within the non-profit sector and this belief was held by non-profit managers across
all functional specialisations.
6.2.7.1 Audience Trust and Commercial Managers
Although concern about managing audience expectations was discussed by all
commercial managers, they did not see themselves building up and relying on
reservoirs of trust in the manner of non-profit managers. For example, one
commercial manager pointed out that audience expectations will clearly differ due to
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the nature of the project, particularly with regard to how artistically adventurous it
will be:
“The expectation from a Radiohead record is that we’ll break new ground;
the expectation from an Adele record is that in a highly crafted artisanal way
we’ll re-tread existing ground.  Neither of those things are bad” (Marketing
2).
Commercial organisations made few demands on audiences in terms of wanting to
educate and challenge them, and thus the need for trust was diminished.
6.2.7.2 Audience Trust and Non-profit Managers
Within the non-profit sector, Audience Trust was a precious resource which could be
leveraged in the service of Artistic Leadership, Art Form Development and audience
education. Audience Trust meant that the audience members permitted themselves to
be taken into unfamiliar musical territory, which may require them sitting with
strange and uncomfortable experiences in the hope that they would come to find
these experiences worthwhile. For Artistic Leadership to be possible, it required
Audience Trust. This perceived relationship between Audience Trust and broadening
the audience’s horizons, and the sense of responsibility that it should be used in this
way is unique to the non-profit sector. As one non-profit manager stated:
“I think they [Classic FM] have become much better in recent years at
realising they have built up a level of trust that gives them responsibility to
start developing the taste of their audience and educating them a little as
well” (Marketing 6).
So, having developed trust from listeners (according to Marketing 6) Classic FM
should be playing repertoire which may be less immediately accessible and familiar,
in order to expose listeners to a broader and more sophisticated musical offering.
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One non-profit CEO, when asked about the most important factor in a new product
launch said: “you’ve actually spent enough time building up that context of trust”
(CEO 6). People will not ‘go on the journey’ or voluntarily leave their comfort zones
if this “context of trust” (CEO 6) is absent or systematically abused. The pursuit of
Audience Trust supports CO because it prioritises the consumer relationship and
places limits on the degree of experimentation and aesthetic challenge which will be
permitted. It protects the consumer: “trust is all about feeling safe. Even if you’re
being challenged you’re still feeling safe” (CEO 6).
Audience Trust was most influential in the decision making stage of defining the
works to be chosen and commissioned, and in the final stage where the music was
presented to the audience. Non-profit managers spoke of trust being built in three
different ways. The first way was through trust in the organisation’s brand: “the
brand power of the presenter credentials is the most critical thing that we can build
up” (CEO 6). In so far as this relates to the concept of brand authenticity, cultivating
authenticity at the level of brand could be seen as CO, but this is different from
allowing artists space to pursue their own views of Artistic Authenticity (as in
section 5.2.7). The second way was through interpretative assistance provided by the
composer, artists and presenting organisation briefing the audience on things to listen
for, such as a conductor who “was the conduit [of audience engagement] because
there’s trust there” (CEO 8). The third way was through the contextualisation of the
work in terms of the composer’s life and cultural context, communicated through
concert guides and promotional materials. A marketing manager spoke of being able
“to use that contextualising to take people from the edge of their comfort zone a little
bit further, so they can see that they can start to trust us” (Marketing 6).
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In summary, unique to the non-profit sector is a belief that Audience Trust needs to
be cultivated as a major priority, and once acquired, should be leveraged into Artistic
Leadership, Art Form Development and audience education. Commercial
organisations made few demands on audiences in terms of wanting to educate and
challenge them, and thus did not have the same requirements.
6.2.8 ‘Selling Out’
The emergence of Artistic Authenticity as a belief in the data made it possible that a
diametrically opposed CO belief of ‘Selling Out’ could exist among managers.
Selling Out was conceptualised as a belief that an artist should be prepared to
compromise their initial artistic intentions and principles and rather prioritise
commercial outcomes to maximise their appeal and financial returns. No manager in
the study advanced this position. Even the most CO commercial manager believed in
Artistic Autonomy and Artistic Authenticity and that the art should be the starting
point: “the artist proposition should be defined by the art, not by the marketing”
(Marketing 2). This belief did not appear to exist among managers in either sector for
the reasons discussed under Artistic Authenticity (section 5.2.7) and Artistic
Autonomy (section 5.2.5). To genuinely believe in Selling Out would require the
manager jettisoning many PO beliefs which had been clearly articulated in the
interviews.
There was evidence that artistic managers steered clear of being involved in work
that could be construed as crassly commercial, to protect their own artistic
credentials. For example, one CEO in the commercial sector commented that: “the
list goes on and on of the most successful acts in the world an A&R man spits on,
because they’re commercially crass or whatever” (CEO 4).
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To fully explore the influence of Selling Out, the data were also explored for terms
which may indicate some degree of concession or accommodation to market
demands such as ‘professional’, ‘pragmatic’, ‘commercial’, and ‘realistic’. Yet, these
searches yielded little relevant material. The words were used to soften idealistic
positions, but not in ways that were so dramatic that they could be characterised as
‘Selling Out’. For example, one non-profit artistic manager used ‘pragmatic’ when
he described his decision not to undertake projects where he did not have the
financial or human resources to do the project justice. Another non-profit artistic
manager used ‘realistic’ to contrast the attitude of current composers to the almost
obsessive PO composers of the avant-garde in the 1960s through to the 1980s:
“you can’t survive as a composer today unless you’re extremely malleable,
and get along with people. But it doesn’t stop you having artistic ideals. It
just means that they’re realistic ideals” (Artistic 5).
It should be acknowledged that the pressure for financial success was ever present in
the accounts of commercial managers: “our job is to sell records,  it’s as simple as
that, and work out ways of selling records, and often to take ourselves out of the
equation, as judges of whether or not what we’re creating is good, or has artistic
merit, or longevity, or is ‘selling out’” (Artistic 2). The philosophy outlined in this
quote is discussed in the section on Aesthetic Agnosticism (6.2.6), but indicates that
this manager was not going to make any personal judgement about what constitutes
‘Selling Out’ even if, as he and all other commercial managers argued, the artist
certainly will make these judgements and they supported them in making authentic
decisions (see section 5.2.7 on Artistic Authenticity).
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Commercial managers did make reference to projects which they had observed
which they felt were inauthentic, such as CEO 5 who was offered an album of the
German heavy metal rock band the Scorpions coupled with the Berlin Philharmonic
Orchestra to sell more classical CDs, or who had received advice from other
managers to position Anoushka Shankar, Ravi Shankar’s daughter, as a pop star,
marketing her good looks rather than treating her as a serious Indian classical artist.
But in both these cases the manager did not support the project or the advice being
offered because it lacked Artistic Authenticity. It should be acknowledged that the
consistent attempts by commercial managers in the study to position themselves as
supporting Artistic Authenticity and arguing against Selling Out could be influenced
by impression management, and this is discussed further in section 8.3 on limitations
and delimitations.
In summary, there was little evidence of a belief in Selling Out influencing CO in
either sector.
6.2.9 Summary of CO Beliefs
This section summarises the CO belief findings, including summarising the data in
visual form (see Table 6.1), indicating the degree to which CO beliefs manifested in
the managers’ accounts. In terms of beliefs which underpinned and influenced CO,
Art for Business’ Sake was a belief that was highly prevalent in managers’ accounts
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Table 6.1: Manifestation of CO beliefs – Summary Table
Participant Aesthetic
Agnosticism
(Emergent)
Aud. Trust
(Emergent,
NFP only)
Co-
creation
Art for
Business
-Sake
Peer
Respect
Reacti
ve CO
Proact
ive CO
Selling
Out
Artistic 1
Artistic 2
Artistic 3
Artistic 4
Artistic 5 (NFP)
Artistic 6 (NFP)
Artistic 7 (NFP)
Artistic 8 (NFP)
Marketing 1
Marketing 2
Marketing 3
Marketing 4
Marketing 5
(NFP)
Marketing 6
(NFP)
Marketing 7
(NFP)
CEO 1
CEO 2
CEO 3
CEO 4
CEO 5
CEO 6 (NFP)
CEO 7 (NFP)
CEO 8 (NFP)
CEO 9 (NFP)
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Co-creation was controversial with strongly held beliefs for and against the notion.
There was some belief in Aesthetic Agnosticism, particularly in the commercial
sector. Non-profit managers believed in the cultivation of Audience Trust, and there
is a belief in both sectors in the pursuit of Peer Respect. Three other beliefs, Reactive
CO, Proactive CO and Selling Out were not seen to strongly influence CO in either
sector. Table 6.1 identifies managers who explicitly introduced these different
beliefs. It should be noted that simple comprehension of the concept or belief is
insufficient to be included in the table, rather managers needed to advocate for it and
believe it in a way that could influence their intentions and actions.
6.3 Implications of beliefs
Section 6.3 answers research question 1b: What are the implications of these
managerial beliefs for large music organisations?  Following the conceptual
framework (Figure 3.4), the key focus will be the implications these beliefs hold for
conflict and co-operation between artistic and marketing managers, especially the
quality of relations between the artistic and marketing functions, and where
applicable, the implications for business unit co-ordination and performance.
In both functional contexts, there was widespread acceptance that interfunctional
conflict existed and impacted the organisations’ operations: “A&R and marketing
traditionally are always at loggerheads” (Artistic 1). There was also evidence that
within limits, conflict was accepted as beneficial. One non-profit marketing manager
commented:
“There is a natural tension between Programming [the artistic function] and
marketing, and I would argue in any consumer business where you’ve got
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product development and marketing, there is a natural tension. So it’s not a
bad thing, it’s healthy tension” (Marketing 5).
In terms of the quality and intensity of conflict, there was evidence that the quality of
the tension could be more aggressive in a commercial environment which may be
due to different cultural norms between sectors. In the commercial environment there
were references to aggressive language, ‘F-speak’ vernacular and “fiery
conversations” (Marketing 1). CEOs also needed to intervene between the managers:
“so they don’t go to their corners and suck their thumbs and say ‘Well I’m not going
to give you the record’ or ‘well in that case, I’m not going to take it to radio’”
(CEO1).
Some non-profit managers were keen to stress that even in the midst of conflict they
enjoyed: “cordial, respectful, even warm peer relationships” (Marketing 7). There
were occasional accounts where the tension became more severe, such as one
orchestral CEO who admitted to some: “fairly hurtful conversations” between the
artistic and marketing functions, where his job “was to be the referee” (CEO 8). In
terms of the power possessed by the two functions, in the non-profit sector, artistic
managers possessed greater seniority and power than marketing managers, a status
which was understood by both parties. The power relationship between functions
was more evenly balanced in the commercial context, as over the past 20 years “the
world has become more marketing-driven” (Artistic 4). Marketing’s ascendancy was
sometimes to the dismay of artistic managers, one of whom acknowledged that: “the
marketing strain has become dominant and to me it is a great sadness” (Artistic 3).
There was a common perception in the commercial context that the large
departmental silos that existed in the 1990s when record companies were larger, “the
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world of A&R’ and ‘the world of Marketing’” (CEO 3) were diminishing due to
smaller organisations and changes to businesses driven by technology and social
media. There was also a common perception that the optimal situation is to have the
two functions working in an equal, synchronised and integrated way. One artistic
manager commented:
“gone are the days where an A&R person signs a record, in isolation of the
marketing department, finished the record, walks into the marketing
department, and goes ‘it was a hit when it left my desk, off you go’. To me
that was how the old record companies used to work, and I think there are
still labels that work like that, I think that’s a recipe for absolute disaster”
(Artistic 1).
The similarities and differences between the beliefs of artistic and marketing
managers will now be contrasted, drawing out implications for conflict and co-
operation. These interfunctional findings build on the PO and CO findings which
have been presented in sections 5.2 and 6.2. As with the PO and CO beliefs, the
commercial and non-profit findings will be separated to preserve the sector context.
CEOs were included as one third of the sample to provide a perspective on this
relationship, and their perspective is explicitly integrated through extensive
quotations throughout the findings.
6.3.1 Similarities and differences between the beliefs of commercial
artistic and marketing managers
Among commercial managers, there was considerable consensus around many of the
eight PO beliefs and five CO beliefs found in the study which provided a basis for
co-operation. However, differences emerged in eight beliefs (see Table 6.2) which
created the possibility for conflict. The beliefs where consensus was observed will be
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discussed first, then the beliefs where differences emerged, and finally the PO belief
that was not strongly held by managers (Art for Art’s Sake).
6.3.1.1 Similarities between the PO beliefs of commercial artistic and
marketing managers
Consensus was observed in relation to Nobody Knows and Absolute Quality. With
regard to Nobody Knows (presented in section 5.2.1), which emerged most strongly
in the commercial sector, managers espoused similar views. In the final analysis,
Nobody Knows whether a project will be successful, and all managers shared the
doubts and uncertainty. The absence of ‘facts’ around which to build consensus
creates an ambiguous environment where disagreements can arise quite naturally as
managers fight for their (subjective) views. “There is no quantitative or scientific
evidence here, so people are largely arguing about what they think, what they feel,
not what they can prove” (CEO 1). The potential for conflict in this environment is
greater than if all managers believed that research feedback, product pilot testing and
other data possessed predictive value.
With regard to Absolute Quality (presented in section 5.2.6), artistic managers
employed more absolute language than marketing (eg. “great” art), where quality
was seen as intrinsic to the music and not conferred on it by the audience. All
managers could believe however that it was possible for great music never to be
appreciated by audiences and for music to possess intrinsic greatness. Thus, the
potential for conflict was low and a degree of consensus existed.
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Table 6.2 Key differences between artistic and marketing managers
(commercial sector)
Beliefs Artistic manager Marketing manager
Artistic
Autonomy
(PO)
Can criticise marketing managers
for wanting to encroach upon
Artistic Autonomy
Can criticise artistic managers
for granting too much Artistic
Autonomy
Conviction
(PO)
Can criticise marketing managers
for wanting to introduce
marketing research and analysis
Can criticise artistic managers
for rejecting marketing
research and analysis
Emotional
Attachment
(PO)
Can criticise marketing managers
for not appreciating the value of
projects and providing
insufficient support
Can criticise artistic managers
as indulgent, too close to the
artists/music and not
sufficiently consumer oriented.
Artistic
Authenticity
(PO)
Can criticise marketing managers
for undermining the credibility of
an artist’s positioning in the
pursuit of sales.
Can criticise artistic managers
for prioritising credibility
among an elite over
mainstream sales.
Artistic
Leadership
(PO)
Can criticise marketing managers
for being risk-averse and losing
their nerve on artist development.
Can criticise artistic managers
for being commercially
unrealistic about new acts and
trends.
Art for
Business’
Sake (CO)
Can criticise marketing managers
for introducing business and
marketing language and
frameworks they consider
inappropriate.
Can criticise artistic managers
for not understanding or
appreciating the value of
marketing analysis and
approaches.
Peer
Respect
(CO)
Can criticise marketing managers
for marketing activities which
undermine their credibility among
artistic peers.
Can criticise artistic managers
for prioritising their credibility
among artistic peers over
maximising the commercial
opportunity.
Aesthetic
Agnosticism
(CO)
Can criticise managers who are
driven by Conviction and
Emotional Attachment for
ignoring the audience.
Can criticise managers who are
driven by Conviction and
Emotional Attachment for
ignoring the audience.
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A belief in Art form Development (presented in section 5.2.9) did not arise in the
commercial sector to the point where it impacted interfunctional relationships.
The findings in relation to Art for Art’s Sake (presented in section 5.2.4) were that it
exerted little influence on PO due to it being considered an overly-simplistic
aspiration, and thus did not impact the relationship between functions.
6.3.1.2 Differences between the PO beliefs of commercial artistic and
marketing managers
There were five PO beliefs where differences emerged between the functional areas
for the commercial sector: Artistic Autonomy; Conviction; Emotional Attachment;
Artistic Authenticity; and, Artistic Leadership (as summarised in Table 6.2).
Marketing and artistic managers believed in the legitimacy of Artistic Autonomy
(presented in section 5.2.5), but marketing managers were more inclined to think that
artistic managers could be too accommodating towards artists and grant too much
Artistic Autonomy. When intervention was required in the commercial sector it was
usually driven by marketing, creating tension with their artistic colleagues:
“Marketing will say ‘we haven’t got any songs that we can promote’, ‘we
haven’t got any songs we can take to radio’, ‘there aren’t any hits on this
record’, and the artist says ‘well that’s my work’” [at that point it would be a
case of A&R] “lobbying the artist to come up with something more
successful, or doing a remix, that allows us to reframe their music, to take it
out there and get some exposure for it” (Artistic 2).
This direct challenging of the artistic output by the marketing function heightened
the potential for conflict. One implication of this is that there is potentially more even
handed advocacy and integration of artistic and consumer perspectives in record
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companies than in non-profit organisations, due to the greater power possessed by
the marketing function.
If the creative development process ran into delays because of creative issues, it
could result in release dates being postponed, thus impacting commercial
partnerships and promotional tie-ins negotiated by marketing managers.
Postponements could also damage quarterly financial projections which are vital for
publicly listed, multinational record companies. Postponements due to artistic
reasons had the potential to create significant tension between the artistic and
marketing functions. Marketing managers could view delays as an indulgence or
mis-management on the part of artistic managers, whilst artistic managers viewed it
as an inevitability of working in a creative business, as reflected in one CEO’s
words:
“at the beginning of the year you’d do your budget based on what albums
you had, both international and local, inevitably – inevitably they were
always late, right, so they’d always blame the A&R department for taking too
much time” (CEO 2).
The CEO in this instance sided with the artistic staff, as he saw little point in
releasing poor material, even if it meant short-term sales targets were not met:
“at the end of the day that was part of the music business, and if an artist
doesn’t have their creative work finished, ready to go, and you put it out
quickly, it’s going to be a recipe for disaster” (CEO 2).
With regard to Conviction (presented in section 5.2.2), while both marketing and
artistic managers believed in the importance of Conviction for working in a Nobody
Knows environment, one commercial marketing manager (Marketing 4) encountered
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conflict with Conviction when attempting to introduce greater analytical rigour to the
company. He had worked at Procter & Gamble prior to entering the company and
attempted to introduce business and marketing approaches he had used at his
previous employer:
“What I found was that there was not only no use for the standard
techniques, but there was a hostility toward them, as though it was corporate
b******* that you were putting on them. They seemed to feel that nothing
could replace gut feel, and some of the things like picking a single from an
album, or picking for an album, like a concept for the album or an album
cover, or anything like that, there was a hostility towards using any kind of
traditional marketing techniques doing that. And there was a general feeling
that you had to go with your gut, and all the great A&R guys, or product
development guys if you want to call them that, had gone by their gut, but as I
saw it, famously most of them had had one or two big hits, and never had
another hit again. Because they didn’t have any systematic way of
determining whether it was going to be a hit or not” (Marketing 4).
The marketing analysis introduced by the manager conflicted with beliefs such as
Conviction, but did succeed in improving the efficiency of their marketing and
promotional expenditure. His approach ran aground when he tried to apply it to the
broader business and creative development:
“when I tried to apply these statistical techniques to product concepts, that’s
when it fell down, because people felt that I was either encroaching on their
territory, or that I was an outsider”…. “And the way I likened it is to a guy
who needs a heart transplant, but the body rejects the heart..” (Marketing 4).
However, despite arguing that the music organisation was in desperate need of
greater marketing analysis, and was rejecting what it needed, he admitted that
attempts to predict the success of music using more scientific means were not
convincing, and “I don’t know how you apply quantitative research to new acts”
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(Marketing 4). He subsequently softened his position to fit into his environment. This
means that there is evidence that conflict can arise between artistic and other
managers adopting positions based on Conviction, and marketing managers wishing
to introduce marketing research and analysis.
With regard to Emotional Attachment (presented in section 5.2.3), this belief
manifested most strongly in the accounts of commercial artistic managers. Other
managers could attest to the heightened emotional environment, such as Marketing 1
who observed that “the whole business is built on emotion, so people are very
emotional in those spaces” (Marketing 1). The story of Artistic 4 seeing a band live
and wanting to sign them immediately (in section 5.2.3.1) demonstrated a personal,
emotional reaction to the music. Managers were also aware that Emotional
Attachment can become indulgent and the artistic manager can lose objectivity,
another concern of marketing managers. According to one CEO (CEO 5), marketing
managers were wary of artistic managers getting too close and too attached to artists,
which made artistic managers less objective and less welcome contributors to
marketing discussions:
“I mean A&R people rarely go to the marketing meetings, when really they
should, but the marketing people don’t want them there because they’re only
going to talk about their favourite artist and everything. So it’s... there’s
always a lot of friction about that, too, because the A&R people frequently
think the marketing people aren’t doing a good enough job on the great
records that they’ve delivered” (CEO 5).
One artistic manager attested to the interfunctional problems that could arise if one
was seen to be too close and too attached to artists:
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“actually the residual suspicion in the sales and marketing side was that sort
of A&R men were too friendly with the artists, and too artist-friendly.  I think
it’s probably the worst insult that can be hurled at you within a major record
company.  I was obviously very proud of being called ‘too artist-friendly’ on
many occasions, it was sort of a sign that I was doing my job right” (Artistic
3).
Where a manager put their own personal preferences and attachments above an
organisational directive, it could result in such significant conflict that it led to their
termination:
“You know, I’ve had employees actually who just didn’t agree with me on
certain things, and just didn’t follow through on things because they didn’t
like a particular record, and you figured it out later that they’d done that, you
know, and I fired that person actually [laughs]” (CEO 5).
Emotional Attachment created the opportunity for conflict as the marketing manager
could view the artistic manager as indulgent and lacking objectivity and the artistic
manager could view the marketing manager as lacking belief in the value of the
project and not working hard enough to make it a success.
With regard to Artistic Authenticity (presented in section 5.2.7), all commercial
managers believed in the importance of this belief but marketing managers believed
artistic managers could go too far:
“I mean, a good A&R guy in a way doesn’t even give a s*** about sales.  I
mean he’s just looking for artistic integrity, and great art” (Marketing 4).
CEOs also agreed: “I’ll make a crude generalisation. I think A&R people want
credibility” (CEO 4). To illustrate the point, the CEO told the story of a celebrated
A&R Vice President in the UK who felt awkward about being associated with a
project because it lacked artistic credibility, but the CEO pursued it and made
money:
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“A&R like musical credibility. So there was a guy... Joe Longthorne, a
Liverpudlian area comedian who also sings, still struggling along now, but
for a period in the ’80s he was a huge, extraordinarily funny comedian, and
he had a great voice. And I persuaded, forced, [A&R executive] to sign him,
and I forced [him] to pose with a photograph of the signing, and he hated me
for it [laughs]. And the record made money. It wasn’t a huge success, but it
made money” (CEO 4).
Evidence existed that artistic and marketing managers both believed that Artistic
Authenticity was important for building credibility among opinion leaders and peer
audiences. Yet, it created a potential tension between managers, because tailoring
products to the needs of a small niche with small sales potential could be a problem
if their purchasing attitudes differed from the broader mainstream market (such as
the mainstream audience for Joe Longthorne), where the financial returns could be
more significant. Artistic managers might be lauded for trend spotting, but marketing
managers were lauded for sales achievements. The most experienced manager
involved in the research based on length of career and the international seniority of
his roles (CEO 1) emphasised the significance and prevalence of the interfunctional
conflict that arises between the quest to retain Artistic Authenticity with opinion
leaders and the quest to maximise the broader commercial potential of the music:
“you never wanted to go out with anything too pop because you would be
‘Selling Out’. You really kept your big single, your sort of real commercial
one for the third. The first one was you established your credibility. You
know, this very good rock band and the critics love it, but you know you’ve
got the killer single sitting there. The marketing people generally wanted the
killer single as soon as possible, they wanted the videos and things like that,
that suited the market, and there was artistic tension about trying to position
the artist with media and the critics, as opposed to the public. I would say you
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know in three quarters of the albums I’ve ever been involved in, that tension
exists, so it becomes...probably if you’re working in a recording company you
don’t see it as tension, you see it as normal” (CEO 1).
This account illustrates the interfunctional tension Artistic Authenticity can create in
commercial music, given that ‘Selling Out’ is synonymous with inauthenticity, and
also relates to Peer Respect (see section 6.2.5). That said, commercial marketing
managers did appear to agree with their artistic colleagues that Artistic Authenticity
was required to successfully launch projects.
In terms of Artistic Leadership (see section 5.2.8), as artistic managers wish to
position themselves at the forefront of fashions and trends, there was evidence that
their appetite for risk is higher that marketing managers who are evaluated more on
short term sales metrics. As one artistic manager commented: “I guess that’s the key
difference between A&R and marketing. A&R will be constantly looking for
something new, and the marketing department will be looking for more of the same”
(Artistic 3). CEOs could support both the adventurousness of artistic managers and
the conservatism of marketing managers. One argued that: “if you’re not failing,
you’re not at the edge enough. You’re not risking enough” (CEO 1). Another
cautioned: “I’ve always been really amazed by what I call the great left turn records,
where people had huge successes and followed them up with things that were just
artistic suicide” (CEO 5). Thus, Artistic Leadership can be a source of
interfunctional conflict in the commercial sector.
6.3.1.3 Similarities between the CO beliefs of commercial artistic and
marketing managers
Moving onto CO beliefs, as presented earlier, there was little evidence that Reactive
CO (section 6.2.2) or Proactive CO (section 6.2.3) were beliefs that exerted influence
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on CO within commercial music organisations, or had much influence on the creative
development process. Thus, their capacity to influence interfunctional relations was
limited.
The analysis of Co-creation (presented in section 6.2.4) indicated that marketing
managers were potentially more receptive to Co-creation and some were passionate
advocates. Opinions varied among commercial managers, ranging from one
marketing manager who provided the Imogen Heap example presented in section
6.2.4.1 (an artist who fully integrated the audience into every aspect of her work) to a
CEO (CEO 3) who refused to believe that Co-creation held any value at all
(presented in section 6.2.4.1). Because the strident critic in the sample was a CEO
and not an artistic manager, Co-creation is not included in the next section on
interfunctional differences between artistic and marketing managers.
There was little evidence that Selling Out (presented in section 6.2.8) was a belief
that exerted influence on CO within commercial music organisations or had much
influence on the creative development process. Therefore, its capacity to influence
interfunctional relations was also limited.
A belief in building Audience Trust (presented in section 6.2.7) was specific to the
non-profit sector and so held little potential for influencing interfunctional relations
in the commercial sector.
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6.3.1.4 Differences between the CO beliefs of commercial artistic and
marketing managers
There were three CO beliefs where differences emerged between functional
specialisations in the commercial sector: Art for Business’ Sake; Peer Respect; and
Aesthetic Agnosticism (as summarised in Table 6.2).
With regard to ‘Art for Business’ Sake’ (presented in section 6.2.1), the belief was
largely accepted as a fact of life when working in large music organisations by
managers in both functions. It legitimised the pursuit of CO even in the most
artistically driven environments, as all managers, both artistic and marketing
accepted that they worked in a commercial business and worked at the service of
business imperatives. However, it should be acknowledged that artistic managers
could react negatively to business language and business methodologies, as was seen
in the section on Art for Business Sake (section 6.2.1).
With regard to Peer Respect (presented in section 6.2.5), while it was possible for
both artistic and marketing managers to pursue this belief, it was possible for artistic
managers to be criticised by marketing managers for appealing to a peer audience at
the expense of the broader audience. Thus, it could result in interfunctional conflict.
The interfunctional findings on the PO belief of Artistic Authenticity (presented in
section 5.2.7) described an artistic tension that exists when developing new work
between positioning it with critics and media and peer audiences, versus positioning
it with the mainstream audience. The pursuit of Peer Respect is thus related to this
positioning conflict.
Managers who believed in Aesthetic Agnosticism (presented in section 6.2.6)
considered their own aesthetic judgements irrelevant as the only opinion that matters
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is the opinion of the audience. If a manager did not hold this belief, criticism could
result, as illustrated by Artistic 1: “I think the biggest mistake an A&R person can
make, or a marketing person can make, is that they do a campaign or they sign an
artist on what they like” (Artistic 1). It is interesting that this comment is made by an
artistic manager and not a marketing manager, and so it would be inaccurate to
conclude that artistic managers are driven by personal Conviction and marketing
managers are more agnostic. Aesthetic Agnosticism creates the potential for conflict,
as it is in opposition to Conviction and Emotional Attachment, but it is possible for
both artistic and marketing managers to express agnostic beliefs.
Now that the similarities and differences between artistic and marketing managers
have been explored in the commercial sector, the same will be done for the non-
profit sector.
6.3.2 Similarities and differences between the beliefs of non-profit artistic
and marketing managers
Table 6.3 provides a summary of the key interfunctional differences in the non-profit
sector. Many of the commercial differences were present in non-profit accounts,
though the nature of the conflict was influenced by the characteristics of the sector.
Two beliefs had higher profile for conflict in the non-profit sector: Art Form
Development and Co-creation. As with the commercial sector, areas of consensus
and difference will be discussed in turn.
6.3.2.1 Similarities between the PO beliefs of non-profit artistic and
marketing managers
The Nobody Knows belief (presented in section 5.2.1) emerged less strongly in the
non-profit sector, though all managers were open to the idea that artistic outcomes
for new commissions are difficult to predict in advance and the audience reception
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Table 6.3 Key differences between artistic and marketing managers (non-profit
sector)
Beliefs Artistic manager Marketing manager
Artistic
Autonomy
(PO)
Can criticise marketing for
wanting to encroach on
Artistic Autonomy.
Can criticise artistic managers for
granting too much Artistic
Autonomy.
Art Form
Development
(PO)
Can criticise marketing
managers for being too
conservative and too focussed
on short term sales metrics.
Can criticise artistic managers for
proposing programs they feel will
have limited sales potential and
audience appeal.
Emotional
Attachment
(PO)
Can criticise marketing for not
appreciating the worth of
projects and not supporting
them sufficiently
Can criticise artistic staff for
making indulgent programming
choices.
Artistic
Authenticity
(PO)
Can criticise marketing
managers for undermining
integrity by ‘dumbing down’
Can criticise artistic managers for
attacking their attempts to make
the art form accessible to new
audiences
Artistic
Leadership
(PO)
Can criticise marketing
managers for being risk-
averse and failing to bring in
large enough audiences for
experimental repertoire
Can criticise artistic managers for
having unrealistic audience
expectations for experimental
repertoire and blaming them for
poor audience demand, which is
due to the work itself
Art for
Business’
Sake (CO)
Can criticise marketing
managers for introducing
business and marketing
language they consider
inappropriate.
Can criticise artistic managers for
not being open to business and
marketing approaches they
believe could have value.
Co-creation
(CO)
Can criticise marketing
managers for pursuing
superficial trends at odds with
passively receiving great
artistic statements
Can criticise artistic managers for
failing to embrace a new
consumer paradigm that
encourages greater audience
participation
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Beliefs Artistic manager Marketing manager
Peer Respect
(CO)
Can criticise marketing
managers for not attaching
sufficient weight to the
opinion of artistic peers.
Can criticise artistic managers for
prioritising the needs of artistic
peers over the general audience.
for new work is also unpredictable. There was little evidence that this belief held any
implications for interfunctional relations.
The findings in relation to Art for Art’s Sake (presented in section 5.2.4) were that it
exerted little influence due to it being considered an overly-simplistic aspiration.
However, non-profit artistic managers were most likely to express sympathy for this
belief, no matter how much qualification they subsequently provided: “I think we’re
more into a phase of saying well it’s art for art sake, or perhaps not at all” (Artistic
7).  Despite these sympathies, artistic managers generally stressed pragmatism,
which reduced the potential for conflict with marketing.
With regard to Absolute Quality (presented in section 5.2.6), as in the commercial
sector, artistic managers employed more absolute language than marketing (eg.
“great” art), where quality was seen as intrinsic to the music and not conferred on it
by the audience. All non-profit managers could believe however that it was possible
for great music never to be appreciated by audiences, and for music to possess
intrinsic greatness. Thus, the potential for conflict was low, and a degree of
consensus existed.
Across both artistic and marketing functions, there was belief in Conviction
(presented in section 5.2.2), though it was less strenuously advocated in the non-
profit sector, as there appeared to be less need to constantly justify and fight for
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projects in the way that was required in the commercial sector due to the greater need
for financial returns. There was little evidence that this belief held any implications
for interfunctional relations.
6.3.2.2 Differences between the PO beliefs of non-profit artistic and
marketing managers
There were five PO beliefs where differences emerged between functional
specialisations in the non-profit sector: Artistic Autonomy; Art Form Development;
Emotional Attachment; Artistic Authenticity; and, Artistic Leadership (as
summarised in Table 6.3).
Non-profit marketing and artistic managers believed in the legitimacy of Artistic
Autonomy (presented in section 5.2.5), but marketing managers were more inclined
to think that artistic managers could be too accommodating towards artists and allow
too much Artistic Autonomy: “programmers do tend to be a little bit precious about
how they treat artists” (Marketing 7). Non-profit marketing managers were less
likely to challenge the artistic content, compared to commercial marketing managers,
and if the work did not connect with audiences they would resign themselves to the
failure as the price of experimentation. Due to the different power relationship in the
non-profit sector, in the rare case where a marketing manager challenged the artistic
manager, it could be viewed by the artistic manager as intolerable:
“when I first started, the Marketing Manager came in and said ‘I can’t sell
that program - it needs Mozart on it’. And I knew immediately that she wasn’t
going to last. Well, at least one of us had to go! [Laughs] It was either her or
me. So that’s as bad as it got from my perspective.” (Artistic 5).
Thus, Artistic Autonomy did hold the potential for conflict between artistic and
marketing managers.
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In terms of Art Form Development (presented in section 5.2.9), non-profit CEOs
generally saw artistic managers as possessing a greater appetite for risk than
marketing managers. Artistic managers pursued innovation, pushed boundaries and
were more committed to Artistic Leadership and Art Form Development. In contrast,
marketing managers were seen as more conservative and more protective of short
term sales metrics. There was a perception among artistic managers that the
marketing department is conservative:
“it’d rather you just programme Tchaikovsky, Rachmaninoff endlessly
because they think it’s easier to sell.  Well it might be easier to sell in the
short term, but in the long term people are likely to get pretty sick of an
organisation that just sticks to the tried and true repertoire.  And far more
challenging environment for everybody is to keep pushing the artistic
boundaries” (Artistic 7).
One organisational implication of managers having different appetites for adventure
and risk in Art Form Development is that conflict can arise between artistic managers
favouring higher risk experimentation and marketing managers favouring lower risk
to ensure sales goals are achieved.
With regard to Emotional Attachment (presented in section 5.2.3), this belief
manifested most strongly in the accounts of artistic managers, as was the case in the
commercial sector. Emotional Attachment can become indulgent and can risk
audience alienation, which was another concern of marketing managers.
With regard to Artistic Authenticity (presented in section 5.2.7), conflict could arise
between marketing and artistic managers. For example, conflict could arise when
artistic managers perceived that marketing managers had ‘dumbed down’ the
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language, positioning the music in a populist manner, which more sophisticated
audience members would consider patronising.  As one CEO observed:
“So I think it’s possibly the debates more happen, not so much around the
choices, but then how they are conveyed, what language is used, how populist
is the language, how much do we ‘dumb down’” (CEO 6).
Another example of conflict arising between artistic managers and marketing
managers was over whether Italian operatic titles should be in English or the original
language:
“But we always had a tension about translating the title of the opera, because
the artistic people, the Artistic Director and the conductors, they don’t like it,
because they say, ‘This isn’t truthful, we’re conducting a performance in
Italian, and you’re promoting it in English language.’  But that’s one of the
compromises.  It’s not a bad practical example, actually” (CEO 7).
In this example, the marketing managers argued for the title to appear in English to
make it more immediately comprehensible and accessible to audiences and take
away one of the barriers to appreciation. From an artistic perspective, the cultural
heritage of the work was considered part of its truth and something that should be
celebrated, not obscured, and the approximation of the English translation was seen
to be less authentic and accurate than the original.
With regard to Artistic Leadership (presented in section 5.2.8), in the non-profit
sector, functional differences are similar to Art Form Development, in that artistic
and marketing managers both believed in the legitimacy of Artistic Leadership as an
aspiration, but marketing managers were generally more conservative and more
protective of short term sales metrics. Marketing managers saw themselves as being:
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“inherently conservative about audience sizes” (Marketing 5), partly driven by being
blamed for box office failures. Marketing managers could believe that the artistic
function: “will usually over-estimate audience sizes, or want to substantiate why
something should happen” (Marketing 5).
From the CEO perspective, marketing managers are seen to want to reduce risk, and
thus act as a counter weight to bold Artistic Leadership: “they want their job to be as
easy as possible, so that they can be seen to be as successful as imaginable, and the
harder you make it, the tenser they’ll get” (CEO 7). Part of this conservatism was
due to fears that a failure to attract an audience would be blamed on them as
marketing managers when the failure could be due to the inherent unattractiveness of
the music itself.  When marketing managers felt the program was so experimental as
to be un-sellable “marketing would say ‘that’s total crap, that’s all crap that music,
all crap’. And the poor artistic person would say ‘oh, I thought it was a really great
program’” (CEO 8). Marketing is “nervous about being judged because every time
an audience drops off, the orchestra blame the marketing” (CEO 8). These examples
illustrate the potential Artistic Leadership has to create interfunctional conflict.
6.3.2.3 Similarities between the CO beliefs of non-profit artistic and
marketing managers
Moving onto CO beliefs in the non-profit sector, as presented earlier there was little
evidence that Reactive CO (section 6.2.2) or Proactive CO (section 6.2.3) were
beliefs that exerted influence on CO within non-profit music organisations, or had
much influence on the creative development process. Thus, their capacity to
influence interfunctional relations was limited.
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Within the non-profit sector, a belief that Audience Trust (presented in section 6.2.7)
served as a precondition for Artistic Leadership and Art Form Development was held
by managers in both functions. This mutual belief encouraged coordination rather
than conflict. Neither artistic or marketing managers wanted to undermine the
reservoir of goodwill held by loyal audience members, and both artistic and
marketing managers spoke of pushing and shaping audience taste, which relied on
this goodwill. Thus mutually agreed assumptions served to enhance interfunctional
co-operation.
There was little evidence that Selling Out (presented in section 6.2.8) was a belief
that exerted influence on CO within music organisations or had much influence on
the creative development process. Therefore, its capacity to influence interfunctional
relations was limited.
6.3.2.4 Differences between the CO beliefs of non-profit artistic and
marketing managers
There were three CO beliefs where differences emerged between functional
specialisations in the non-profit sector: Art for Business’ Sake; Co-creation; and,
Peer Respect (as summarised in Table 6.3).
‘Art for Business’ Sake’ (presented in section 6.2.1) was largely accepted as a fact of
life when working in large music organisations by managers in both sectors.
However, tension could arise over marketing and business language introduced by
marketing managers which offended the artistic sensibilities of artistic managers. For
example, one marketing manager had experienced clashes with artistic colleagues
over marketing language:
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“When I talked about our ‘brand’, it infuriated some people, or it
disenfranchised people”…. “I wanted us to implement some of the NPD, New
Product Development processes, and that received a horrified ‘What do you
mean, new product development?’. But there are some real disciplines and
methodologies to NPD that I think are relevant. But I think you learn to
soften your language a little bit” (Marketing 5).
Despite being highly knowledgeable in marketing strategies and techniques,
Marketing 5 believed marketing was simply an instrument at the service of the
artistic mission of the organisation, and so she could not be led by CO. She argued
that tension arises when “people come into these businesses and don’t understand
that that’s the reason we exist, that’s when natural tendencies for tension jump up”
(Marketing 5). She saw non-profit music organisations existing to pursue artistic
excellence (Absolute Quality) and Art Form Development. She was happy to
promote anything that served the artistic mission of the organisation, irrespective of
its consumer appeal: “I believe that programming should be empowered to put on
whatever crazy thing.....” (Marketing 5). Another  non-profit marketing manager
commented: “[we’re] viewed more as a service department, and programming is
handed down from a mountain on high”… “ the leadership sensibility here is ‘make
it work’” (Marketing 7). What might have been a key driver of interfunctional
conflict was short circuited by the acceptance of all non-profit marketing managers
that the artistic program was supreme, and their job was to work out how to sell it.
The analysis of Co-creation indicated a potential tension in relation to artistic
managers who may be looking to create great artistic statements to be passively
received, versus marketing managers who may be interested in possibilities of
greater audience participation through Co-creation. One non-profit artistic manager
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(Artistic 5) argued that Artistic Directors define and control the artistic content which
makes it dishonest to position it as a group activity. While he found market research
interesting to some extent, he did not believe he was having a ‘conversation’ with an
audience, nor did he see social media engagement as important as the live witnessing
of an event in a venue. Marketing managers were potentially more receptive to Co-
creation and one was a passionate advocate. This indicated a rift could emerge
between artistic and marketing managers over the degree to which audience
participation in the process is appropriate, giving rise to the potential for conflict.
With regard to Peer Respect (presented in section 6.2.5), it was possible for both
artistic and marketing managers to pursue this belief, and within the sector, peer
review could be mandated by government funding agencies. However, artistic
managers and marketing managers could be at odds with one another on the weight
they placed on peer versus general audience appreciation. All CEOs saw marketing
managers as closer to the audience than artistic managers and yet audience feedback
could be considered as far less relevant for artistic managers than peer feedback: “I
don’t think you should be influenced too much by public views” (Artistic 7). Artistic
managers frequently cited music critics as a key peer audience but one marketing
manager considered them irrelevant: “reviews used to matter, now reviews don’t
matter one little bit” (Marketing 7). Thus evidence arose that the weight each
function attached to these two audiences differed, as was the case in the commercial
sector, creating the potential for interfunctional tension.
With regard to Aesthetic Agnosticism (presented in section 6.2.6), artistic managers
sought to impose their artistic vision in order to educate, challenge and develop
audiences and the art form. This aspiration clashes with the neutral, uncommitted
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position of Aesthetic Agnosticism. One might have thought that this would result in
tensions with non-profit marketing managers who may want greater incorporation of
audience preferences. However, this appeared not be the case in this study, as
marketing managers accepted the attempt to push audience taste as falling out of the
mission of their organisations. The only concerns raised by marketing managers
(particularly Marketing 6 who spoke at length) was that they understood it would
mean additional work contextualising and educating audiences to appreciate and
understand the aesthetic experimentation to which they were being subjected.
6.3.3 Interfunctional relationships: Summary
In terms of summarising the implications of these beliefs for the relationship between
artistic and marketing managers, it would be false to portray two warring tribes with
completely different beliefs, struggling for supremacy in music organisations. There
were many areas of consensus around beliefs, and non-profit marketing managers
were prepared to embrace the idea of trying to sell experimental repertoire, even if it
had arisen from an artistic process rather than any consumer research process.
Within the commercial sector, the key differences that had the potential for conflict
were summarised in Table 6.2. Conflict arose over the degree of Artistic Autonomy
that was appropriate, particularly if the space that was being granted to artists
resulted in deadlines slipping with a negative impact on the commercial potential of
the project. Conviction can conflict with attempts to introduce research and greater
analytical rigour. In terms of Emotional Attachment, artistic managers can become
highly invested in projects, which creates the potential for marketing staff to feel
they have lost objectivity. In terms of Artistic Authenticity, artistic managers place
more weight on artistic credibility than marketing managers. In relation to the degree
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of Artistic Leadership, artistic managers will generally want to be more adventurous
and marketing managers more conservative. In terms of Peer Respect, differences
could exist between managers on whether to position the artist primarily with peer
audiences (favoured by artistic managers) or the public (favoured by marketing
managers).
Within the non-profit sector, given that marketing managers had all decided to get
behind the organisation’s mission, which they understood wasn’t consumer driven,
the two main sources of conflict related to the degree of Artistic Leadership that was
realistic, and whether the positioning was seen by artistic managers as upholding
Artistic Authenticity or being ‘dumbed down’. Artistic managers are more risk
taking, with marketing managers more risk averse and nervous about being judged
over a failure to attract audiences. One CEO saw this as the key driver of
interfunctional tension which is: “always about what the marketers feel they can
market, versus what has been selected” (CEO 6).  Co-creation is still an evolving
area, but it was possible for an artistic manager to want to make great artistic
statements and feel uncomfortable with the rise of greater audience participation.
New marketing managers in both sectors could experience interfunctional conflict
when they attempted to introduce business and marketing terms and approaches, but
this initial conflict dissipated as they came to consider the limitations of CO within
the music sector, and as they attempted to fit in with sectoral norms and conventions.
6.4 Summary
This qualitative exploration of beliefs which underpin and influence PO and CO
within large music organisations, contributes to a much richer and deeper
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understanding of PO and CO within this context. The exploration also illuminates the
link between managerial beliefs and strategic orientation, and shows how strategic
orientation is brought to life in the lived experience of these managers and
underpinned by a range of beliefs. Eight beliefs were identified which underpin and
influence PO: Nobody Knows; Artistic Autonomy; Absolute Quality; Personal
Attachment; Conviction; Artistic Authenticity; Artistic Leadership; and, Art Form
Development (in the non-profit sector only). There was little evidence that Art for
Art’s Sake exerted any influence on managers.
Each of these beliefs shifts the focus away from consumers and onto the product, or
realising the artist’s creative impulses through the product. Five beliefs were
identified which underpin and influence CO in both sectors: Art for Business’ Sake,
Co-creation, the pursuit of Peer Respect, Aesthetic Agnosticism and building
Audience Trust (in the non-profit sector only). There was little evidence that
Reactive CO, Proactive CO and Selling Out exerted influence in either sector in
relation to organic, artist-driven projects.
Relationships were observed between beliefs such as ‘Nobody Knows’ and
Conviction in the commercial sector. Within the non-profit sector, Audience Trust
was seen to create the potential for Artistic Leadership and Art Form Development.
The potential interrelationships between beliefs is vast and beyond the scope of this
study, creating an opportunity for further research.
In terms of interfunctional similarities and differences, there was considerable
consensus in both sectors which facilitated co-operation between functions.
However, differences were observed which created evidence of interfunctional
conflict, and arguments of great intensity had been experienced by managers. Within
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the commercial sector differences emerged in eight beliefs which created the
possibility for conflict (see Table 6.2): Artistic Autonomy, Conviction, Emotional
Attachment, Artistic Authenticity, Artistic Leadership, Art for Business’ Sake, Peer
Respect and Aesthetic Agnosticism. In the non-profit sector, eight beliefs held
sufficient differences to create the potential for conflict (see Table 6.3): Artistic
Autonomy, Art Form Development, Emotional Attachment, Artistic Authenticity,
Artistic Leadership, Art for Business’ Sake, Co-creation and Peer Respect.
This study demonstrates how beliefs which have been previously seen as disparate in
the literature (or which are new to the literature such as Aesthetic Agnosticism)
influence the strategic orientation of managers. As this study demonstrates, these
beliefs support PO and CO in an artistic and aesthetic context, and consequently have
potential implications for other creative industries such as arts, entertainment, design
and fashion.
In the next chapter, the findings will be discussed in the context of the extant
literature, assessing the contributions of this study to knowledge and the significance
of the research, before future research areas are outlined.
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Chapter	7:		Discussion
7.1 Introduction
This chapter analyses the research findings presented in Chapters 5 and 6 in relation
to the extant literature to outline the contribution of this study to knowledge. The
literature was reviewed in Chapter 2, with music industry contextual literature
presented in Chapter 3. Additional literature is introduced in this chapter to examine
emergent beliefs which did not arise strongly in the literature review of Product
Orientation (PO) and Consumer Orientation (CO) but arose strongly in the findings.
Four such beliefs emerged: the two PO supporting beliefs of Nobody Knows and
Artistic Autonomy and the two CO supporting beliefs of Audience Trust and
Aesthetic Agnosticism.
The chapter first examines the emergent beliefs, followed by the PO and CO beliefs
that arose in the literature review. Interfunctional similarities and differences are then
discussed in terms of the implications for interfunctional relations between artistic
and marketing managers.
7.2 Emergent Beliefs
In relation to the four emergent beliefs that arose in the analysis, this section
addresses the first two Research Questions: What managerial beliefs underpin PO
and CO in large music organisations? (RQ1); How do managerial beliefs influence
PO and CO in large music organisations? (RQ1a) It focusses on the PO and CO
beliefs component in the conceptual framework (see Figure 3.4). The four emergent
beliefs of Nobody Knows, Artistic Autonomy, Audience Trust and Aesthetic
Agnosticism were all found to underpin strategic orientation in music organisations.
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The important role of these four beliefs was not apparent following the reviews of
the management and arts marketing literatures presented in Chapters 2 and 3.
Another potential emergent belief, Selling Out, was not found, and this belief is
discussed at the end of this section.
7.2.1 ‘Nobody Knows’: an emergent PO belief
Nobody Knows emerged as an important belief in the findings (section 5.2.1),
particularly in the commercial sector. In addition to simply identifying the belief in
the thought world of managers, this study goes further and show how it influences
and underpins PO. Additional literature is introduced here to understand the finding
in this context and examine the contribution.
This belief, that Nobody Knows whether a project will be successful, arises in the
broader creative industries literature (Caves 2003). Caves (2003) proposed the term
‘Nobody Knows’, which he took from a manager working in the movie industry and
elevated it into a general property of the creative industries. He understood it as not
simply referring to the capriciousness of audience tastes but the fact that the
organisation makes a commitment to the project often before there is a concrete
sense of what they have commissioned, and once commissioned, the cost of the
project is sunk and non-recoverable. In the creative industries, past data can be
extrapolated to predict the future, but managers often have little confidence in such
data, due to differences in the artworks being compared, changing audience tastes,
and the unpredictability of audience preferences (Childress 2012).
It has been observed that within the music sector there is ‘causal ambiguity’ in terms
of what is responsible for success or failure (Ordanini, Rubera & Sala 2008) and that
organisations possess poor predictive abilities given that many of the most successful
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popular musicians of the twentieth century were seen as highly risky and unlikely to
succeed in the early stages of their career (Davis 2012). In the non-profit sector, there
is also demand uncertainty, causal ambiguity over what creates success and inherent
risk (Crealey 2003).
The finding that Nobody Knows is an important belief, particularly among
commercial managers, supports Caves’ (2003) contention that it is a vital feature of
the creative industries. This study goes further though to look at the relationship
between beliefs and strategic orientation, and illuminates the function that Nobody
Knows performs in underpinning and supporting PO among managers in both
sectors, but most strongly in the commercial sector. As presented in Chapter 5
(section 5.2.1), there is evidence that Nobody Knows legitimises the lack of interest
in using analysis and deep listening to increase CO in the creative development
process, and provides a sympathetic and supportive context for PO beliefs such as
Conviction, Emotional Attachment and Artistic Leadership.
In terms of the implications of this belief for music organisations, by resigning
managers to the inherent unpredictability of the sector, it provides a counter-weight
to efforts to introduce analytical techniques to better understand and predict audience
responses. The interfunctional implications are discussed in section 7.5.
7.2.2 Artistic Autonomy: an emergent PO belief
While Artistic Autonomy did not emerge in the PO and CO literature review, it
emerged as an important PO belief in the findings (section 5.2.5). Artistic Autonomy
has been identified and termed in the creative and cultural industries literature as
‘creative autonomy’ (Hesmondhalgh 2013; Hesmondhalgh & Baker 2011). ‘Creative
industries’ in this research (Hesmondhalgh & Baker 2011) refers to magazines and
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television broadcasting as well as the recorded music industry. The finding in this
study that Artistic Autonomy is an important PO belief confirms Hesmondhalgh and
Baker’s contention (Hesmondhalgh 2013; Hesmondhalgh & Baker 2011) that it is an
important convention operating in the creative industries, and is understood and
respected by managers working in the context. Overall, this study found that
managers believed in the importance of Artistic Autonomy for maximising the
potential of the creative process and a great degree of autonomy was granted to
artists in both sectors. Despite trends identified in this study which appear to place
pressure on Artistic Autonomy, such as marketing’s growing influence (Bennett &
Kottasz 2001; Hesmondhalgh 2013), and the rising interest in Co-creation (see the
findings in Chapter 6, section 6.2.4), managers in this study believed in Artistic
Autonomy and protected it. They protected it by arguing against company
intervention in the creative process, even when the process was experiencing
problems. Where intervention was argued for, non-profit managers were less
interventionist than commercial managers.
Sorjonen’s (2011) study of non-profit artistic/administrative managers in performing
arts organisations found that Artistic Autonomy was recognised as an important
norm by the majority of her research participants. This study supports that finding,
but the evidence in this study complicates Sorjonen’s (2011:13) further contention
that Artistic Autonomy “indirectly supports a consumer orientation through a high-
quality offering”. It is true that there were both commercial and non-profit managers
in this study who believed that allowing Artistic Autonomy to operate creates the
greatest likelihood that the best creative talent will have the best chance to create
great work, which in turn is what the audience is seeking. Yet, Artistic Autonomy
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can encourage an internal, product-centred, ‘self-oriented’ focus on the artist’s own
internal visions and needs (Hirschman 1983). This prioritisation of internal self-
expression needs instead of audience preferences, raises the risk of audience
disengagement and alienation, which was commented on and feared by managers in
this study, particularly non-profit managers. It is this outcome that consumer centric
innovation processes are designed to avoid. As Artistic Autonomy focusses attention
on the creative work itself, there is evidence in this study that the belief actually
supports PO not CO, as Sorjonen (2011) suggested.
The degree of support for Artistic Autonomy found among managers in the
commercial sector in this study appears to contradict studies such as Kubacki and
Croft (2004) that portray major record labels as places with little respect for Artistic
Autonomy. All managers in this study saw the ideal as providing the artist space to
pursue their own internal focus. Within the commercial sector, this had less to do
with romantic notions of self-expression than practical considerations. These
practical considerations, which have been recognised in previous research (Amabile
1998; Hesmondhalgh & Baker 2011), are that granting space provides the best
chance of optimal creative outcomes and allows the artist to become personally
invested in the project, which is necessary for the artist to be the most compelling
advocate for the project (Negus 1992).
There is support in this study for Negus’ (1992) finding that the degree of Artistic
Autonomy that is granted increases as the success and negotiating power of the artist
increases. Artists will possess differing negotiating power and capacities to enforce
their will on projects (Southall 2009). Artists who are commercially successful and
have many potential suitors in terms of labels and organisations who wish to work
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with them can become more assertive, issue more ultimatums, and can ultimately
take control of the entire process from musical ideas to promotional materials. It was
observed by two commercial CEOs in this study (CEO 3 and CEO 4), that the more
successful an artist becomes, the greater their negotiating position will be with the
record company, and their capacity to insist on even greater autonomy and freedom.
The risk that Artistic Autonomy poses for CO within the organisation was illustrated
by examples provided in section 5.2.5 where significant accommodation had been
made by managers to artists, which then proved disastrous in terms of the project’s
marketability and consumer reception.
One contribution of this study is not just to identify the presence of Artistic
Autonomy as a belief within managerial accounts, but to recognise the role it plays in
underpinning PO in both sectors. In summary, the findings suggest that Artistic
Autonomy, by encouraging a product-centred focus, driven by the artist’s own
internal creative vision and needs, directed attention away from audiences and onto
the creative work itself. This finding complicates previous research such as
Sorjonen’s (2011). It cannot be seen as simply CO, with managers admitting
marketplace failures due to perceived artistic indulgence, and the projects being
potentially driven by personal creative impulses rather than marketplace needs. In
terms of the implications of this belief for large music organisations, Artistic
Autonomy operates as a convention which can work in support of PO and against
CO, but is an expectation of artists who seek to undertake work with music
organisations. The interfunctional implications are discussed in section 7.5.
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7.2.3 Audience Trust: an emergent CO belief (non-profit)
A belief in the importance of building Audience Trust did not arise in the literature
review of PO and CO but rather emerged as a CO belief in the non-profit findings
(section 6.2.7). This belief arose as a consequence of the aspiration to lead audiences
into experimental terrain (Art Form Development and Artistic Leadership). In order
for audiences to be comfortable in allowing themselves to be led into such terrain,
managers believed a reservoir of trust had to be established. Alienating musical
experiences can diminish this trust, and run the risk of audiences withdrawing from
the process and refraining from participating in future concerts. Thus, Audience
Trust serves as a precondition for Art Form Development and Artistic Leadership,
and this belief was held by non-profit managers across all functional specialisations.
As this belief did not arise in the literature review, to contextualise and examine the
contribution of this finding, relevant literature is introduced here. Within the
marketing literature, consumer trust has been defined as “the expectations held by the
consumer that the service provider is dependable and can be relied on to deliver on
its promises” (Sirdeshmukh, Singh & Sabol 2002, p. 17). Previous research has seen
trust constituted by attributes such as ‘competence’, ‘integrity’, and ‘benevolence’
(Chen & Dhillon 2003).
The point of interest in this study is not simply that managers were interested in
cultivating the trust of their audience, but that Audience Trust was seen as a critical
precondition and prerequisite for the core work of non-profit music institutions,
which involves challenging the audience. Managers across the non-profit arts sector
seek to take audiences outside their comfort zone and into unknown, experimental
territory (Lord 2012; Sorjonen 2011). Non-profit managers in this study spoke of
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Audience Trust being built in three different ways: through instilling confidence in
the organisation’s brand by being sensitive to audience needs and providing a safe
place to experience experimental work; through interpretive assistance provided by
the composer, artists and presenting organisation; and/or, the contextualisation of the
work in terms of the composer’s life and cultural context, communicated through
concert guides and promotional materials.
Building Audience Trust through instilling confidence in the organisation’s brand,
spoken of by non-profit managers, has received little attention in the arts marketing
literature in terms of its link to the key mission of these organisations. However, a
relationship between consumer trust and brand authenticity has been observed more
generally among German Small and Medium sized Enterprises and seen as CO
supporting (Eggers et al. 2013). This study also observes a link between Audience
Trust and the pursuit of brand authenticity and also sees this as CO supporting, a
theme returned to in Artistic Authenticity (see section 7.3.7).
While the importance of Audience Trust has arisen in studies of arts organisations
(Rentschler & Hede 2011), this has related to other matters such as the degree to
which audiences see their interests being compromised by commercial interests. It
has not been about cultivating Audience Trust as a conscious counterbalance to PO
activities (such as Artistic Leadership). Given the degree of conscious linkage
between trust and experimentation discussed by non-profit managers in this study, it
is surprising not to see this more explicitly discussed in the literature. The
implication of this belief for large music organisations is that Audience Trust is a
resource with the potential to assist in the realisation of the organisation’s mission.
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Managers ideally seek to challenge audiences in a way that is experienced positively,
which will enhance trust and further increase the appetite for experimentation. Where
the organisation challenges the audience and the experience is a negative one, this
can be seen to undermine trust and reduce the audience’s appetite for
experimentation.
7.2.4  Aesthetic Agnosticism: an emergent CO belief
Aesthetic Agnosticism did not arise in the literature review of PO and CO but
emerged as an important CO belief in the findings (section 6.2.6), particularly in the
commercial sector. Comments supporting Aesthetic Agnosticism were made by
commercial managers across all functional specialisations. Tensions emerged
between this belief and previously espoused PO views, such as Artistic Leadership,
Emotional Attachment and Conviction. Aesthetic Agnosticism served to support CO
in commercial organisations by prioritising audience preferences above the personal
preferences of managers. Non-profit managers could make comments that recognised
the limitations of their own taste, and questioned their right to impose their
preferences on others. But Aesthetic Agnosticism did not have the same influence in
the non-profit sector, as artistic managers seek to strongly guide, educate and shape
taste, rather than passively respond in a neutral, agnostic way.
As this belief did not arise in the literature review, literature will be introduced to
contextualise and understand the contribution of the findings. Academic writing on
aesthetic preferences has been dominated by Bourdieu, who saw taste functioning as
a marker of class (Bourdieu 1979, 1986), where cultural arbiters of taste use their
elite status within the social hierarchy and their privileged education to enforce
judgements of taste upon the less privileged. A study of US book publishing
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companies (Childress 2012) found that acquisition editors did indeed seek to
entrench their position as arbiters of taste in selecting and supervising manuscripts
for publication, did act in terms of their personal preferences, and used market
research data to legitimise choices they had already made. Yet, the literature does not
possess any study on the degree to which managers in the creative industries
introduce personal aesthetic preferences into their work, and the implications of this
in terms of the CO of these firms.
It should be noted that an aesthetic preference (ie ‘liking’ a piece of music) is quite
distinct from the broader concepts of ‘tacit knowledge’ (Strati 2003), managerial
‘intuition’ and ‘gut’ decision making (Dane & Pratt 2007; Hayashi 2001; Lank &
Lank 1995; Sadler-Smith & Shefy 2004). Managerial intuition may involve
heuristics, expertise and non-conscious information processing (Dane & Pratt 2007).
A manager may like a pop song and want to see it receive extra promotional support,
demonstrating an aesthetic preference. This preference is not the same as a manager
who draws upon years of commercial experience to predict the success of a popular
music single (Davis 2012). The latter draws on memory of a large volume of similar
works and is seeking to make a predictive judgement based upon a comparative
analysis. So, a manager who is practising Aesthetic Agnosticism exhibits no aesthetic
preferences, rather their preferences will relate to characteristics of the creative work
which, based on their understanding of the market, will give the work the best chance
of commercial success.
Managers who advocate Aesthetic Agnosticism, because they consider their own
preferences to be less important than audience preferences, follow a CO approach
through their elevation of audience preferences (Kotler & Levy 1969; Levitt 1960). It
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is ‘agnostic’ because one is refusing to take a position on the aesthetic merits of a
piece of music, in the same way that ‘technological agnosticism’ means a refusal to
take a position on technology platforms, denoting openness (Wang, Chen & Peng
2013) and neutrality (Sultan & Mooraj 2001).
Aesthetic Agnosticism did underpin CO where it arose in the study, however, it
opened internal tensions within commercial managers trying to reconcile their own
PO beliefs with Aesthetic Agnosticism. As presented in the findings (section 6.2.6),
such internal tensions included the tension between being personally invested as a
tastemaker and being dispassionate and objective; the tension between being elitist
and mainstream; and, the tension between wanting to believe in the artistic merits of
what one creates and markets, but accepting that there is no realistic possibility of
this happening for every project in a large commercial enterprise. Naming this
aesthetically neutral position ‘Aesthetic Agnosticism’ and placing emphasis on it
facilitates further research and analysis. In terms of the implications of this belief for
large music organisations, Aesthetic Agnosticism represents an acknowledgement of
the limitations of one’s own personal taste, and so influences and underpins CO.
7.2.5 Selling Out (proposed as a diametrically opposed belief to Artistic
Authenticity)
One belief that was searched for within the data as a potential emergent belief,
‘Selling Out’, was not found at all (section 6.2.8). Selling Out was conceptualised as
a CO belief that an artist may be prepared to compromise their initial artistic
principles to maximise their audience appeal and financial returns (Bridson et al.
2017; Klein, Meier & Powers 2016). It would thus be diametrically opposed to the
PO belief of Artistic Authenticity.
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Selling Out is understood within the literature to possess negative connotations
(Hesmondhalgh 1999; Lord 2012), and so it was unlikely to be used as a conscious
approach to developing new work. There were references by managers in this study
to pragmatism and realism (section 6.2.8), but this did not extend to abandoning
one’s principles. Managers considered it important that all stakeholders, such as
artists, audiences and media, believed the project had integrity. It should be
acknowledged that the pressure for commercial success loomed large in the accounts
of commercial managers and that this pressure could force changes in creative
direction. However, commercial managers did not see this pressure resulting in the
integrity of artists being undermined (Kubacki & Croft 2004) or them advocating
that the artist will need to abandon their principles in the pursuit of commercial
success. Rather the pursuit of sales was a more sophisticated discussion of how an
artist could return to core artistic ideas and principles, but reframe or rework material
in a way that might enhance their potential to connect with audiences.
It should be re-stated that the frame of this study is organic creative development, as
this constitutes the greatest quantity of creative development work undertaken by
record companies (Tschmuck 2012). Focussing on synthetic creative development,
which is more CO (Negus 1992) may result in different findings. There is also the
possibility that commercial managers were engaged in impression management by so
enthusiastically promoting Artistic Authenticity over Selling Out, and this is
discussed in Limitations and Delimitations in Chapter 8, section 8.3.
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7.3  Product Orientated Beliefs
7.3.1 Introduction
This section addresses the first two Research Questions: What managerial beliefs
underpin PO in large music organisations? (RQ1); and How do managerial beliefs
influence PO in large music organisations? (RQ1a) It focusses on the PO beliefs
component in the conceptual framework (see Figure 3.4). Six beliefs that potentially
support PO were identified in the findings which will be discussed in turn: Art Form
Development (non-profit); Absolute Quality; Emotional Attachment; Conviction;
Artistic Authenticity; and Artistic Leadership. Nobody Knows and Artistic
Autonomy, as emergent beliefs, were discussed in section 7.2. No evidence was
found to suggest that managers believed in Art for Art’s Sake, and this belief is
discussed first in section 7.3.2.
It should be emphasised that research on PO in a music context (Brown 2003;
Holbrook 1998; Jacobson 1968:38; Kubacki & Croft 2005; Murnighan & Conlon
1991), is mainly focussed on artists not managers, providing little illumination on the
managerial beliefs that underpin and influence these two strategic orientations. This
is the first study to focus on this topic in a music context taking the perspective of the
manager. It answers calls (Fillis 2006, 2010b) for greater attention to be focussed on
PO within arts marketing.
7.3.2 Art for Art’s Sake
This section examines the Art for Art’s Sake findings presented in Chapter 5 (section
5.2.4), in relation to the music context literature presented in Chapter 3 (section
3.5.5). In summary, the profile and importance this belief has received in the
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literature, which has focussed on artists (Fillis 2006; Hirschman 1983; Holbrook
1998; Kubacki & Croft 2005; Ruud 2000) was found not to be reflective of its profile
and importance among managers in this study. Art for Art’s Sake appeared to
exercise little influence on managers and their strategic orientation. It was rejected as
too simplistic to be employed as a governing principle.
Managers saw that pursuing Art for Art’s Sake may conflict with responding to
audience preferences, an issue which has been raised by researchers (Gainer &
Padanyi 2005; Holbrook 1998; Kubacki & Croft 2004). The findings of this study are
similar to a study of theatre managers (Lord 2012), which concluded that managers
need to balance competing interests and Art for Art’s Sake is too simplistic a
prescription to follow.
Managers in this study were more open to accommodating Art for Art’s Sake as an
artist belief rather than a managerial belief, but the degree of accommodation varied.
Within commercial organisations managers suggested that if the creative work
moved too far away from audience preferences the artist’s career on the label would
not be sustainable. There was greater acceptance within non-profit organisations that
the artist could be motivated by Art for Art’s Sake and this needed to be
accommodated. The most strongly supportive comments about Art for Art’s Sake in
this study came from the Artistic Director of an orchestra (Artistic 7), and this aligns
with studies such as Ruud (2000) which found a strong artistic orientation and Art
for Art’s Sake ethos among symphony orchestra musicians and artistic management.
Having a large number of musicians working within the organisation may elevate the
voice that is given to artist aspirations and concerns. This artistic manager (Artistic
7) did not serve as the conductor of the orchestra, and so did not also function as an
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artist within the organisation, which might have further influenced the manager’s
perspective.
The importance of these findings for the literature is that Art for Art’s Sake is a more
complex belief than is currently reflected in studies (Fillis 2006; Hirschman 1983;
Holbrook 1998) which are largely focussed on artists. Other agents such as managers
will also influence creative processes and their beliefs can influence creative
outcomes as well. This study shows that their beliefs can differ from the beliefs of
artists. While Art for Art’s Sake may influence PO at the level of the artist, there is
little evidence to suggest in this study that it influences and underpins PO in music
organisations. In terms of the implications of these findings for large music
organisations, Art for Art’s Sake appears to be too simplistic to be adopted by
managers, but it may influence artist beliefs. The degree of accommodation that is
possible will be determined by the organisational context.
7.3.3 Art Form Development (non-profit) and Innovation
This section examines the Art Form Development findings presented in Chapter 5
(section 5.2.9), in relation to the literature on this belief presented in Chapter 3
(section 3.5.3) and the general pursuit of innovation in technological development
presented in Chapter 2 (section 2.2.1.4).
The finding in this study that Art Form Development is an important belief among
non-profit managers and is seen as a duty and obligation supports findings in other
arts contexts (Camarero & Garrido 2008; Voss & Voss 2000a). Art Form
Development is based on the PO belief that art form innovation is important for its
own sake (Voss & Voss 2000a). Art Form Development underpins PO because it
takes managerial attention away from audiences and audience responses, and places
297
it more abstractly on the creative work itself, in terms of the art form’s stylistic and
aesthetic evolution.
The findings of this study, are consistent with other non-profit sector arts studies
(Voss & Voss 2000a), that instead of managers examining audience wants and needs
and then developing creative work for different segments, the organisation develops
work that it believes will advance the field and then actively identifies audience
segments who they feel will be most receptive to this work.
Managers in this study believed that encouraging an artist to focus on the creative
work itself, pursuing their internal needs, was a better means of driving innovation
than seeking external market input. This was due to managers believing that
consumers had little imagination to envisage future possibilities. This approach has
been seen in the new product development processes for high technology products
(Bigi, Treen & Bal 2016; Brown 2001; Workman 1993). It has also been seen in the
arts sector (Hirschman 1983; Lord 2012).
The importance of these findings for the literature is that it supports studies such as
Voss and Voss (2000a) that the pursuit of innovation driven by Art Form
Development exists within non-profit music organisations and can influence and
underpin PO. Non-profit managers seek to reconcile mission-driven considerations
such as Art Form Development with audience expectations.
7.3.4 Absolute Quality
This section examines the Absolute Quality findings presented in Chapter 5 (section
5.2.6) in relation to the literature on quality and technological products discussed in
Chapter 2 (section 2.2.1.1) and the literature on quality in an artistic context
discussed in Chapter 3 (section 3.5.4).
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The majority of managers in this study believed music could be intrinsically
excellent. They could conceive of ‘quality’ in abstract, absolute terms, rather than
seeing it as something defined by consumers. This capacity for managers to see
Absolute Quality as driven by properties inherent within the creative work itself has
been seen in technological contexts involving engineers and research scientists
(Berthon, Hulbert & Pitt 2004; Garvin 1984; Reeves & Bednar 1994; Shaw & Shaw
1998) as well as artistic contexts (Camarero & Garrido 2008; Gainer & Padanyi
2005). It has been observed in other (non-music) industries that managers can believe
that products which are superior in terms of quality and features will attract
consumers (Berthon, Hulbert & Pitt 2004). Similarly, in this study, there was an
assumption that a relationship exists between Absolute Quality and consumer appeal,
and that Absolute Quality could serve as a proxy for consumer appeal (see the
Absolute Quality findings in section 5.2.6).
In Sorjonen’s (2011) non-profit study of performing arts organisations, managers
believed that consumers are quality conscious and that delivering high quality led to
consumer satisfaction. As a consequence of this, Sorjonen (2011) equated the pursuit
of quality with CO. The findings of this study problematise that conclusion.
Consistent with studies of manufacturing companies (Beverland & Farrelly 2007;
Levitt 1960; Shaw & Shaw 1998), managers made reference to the pursuit of
Absolute Quality potentially being at odds with CO. If a quality standard is upheld
that is completely independent of audience appreciation, it is possible for the
manager to believe that high quality work is being created when the audience
reaction is one of alienation. Four non-profit managers in this study (Artistic 5,
Marketing 6, CEO 6 and CEO 8) made reference to this occurring in relation to
avant-garde work. Sorjonen’s (2011) study also suggested that managers in music
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organisations may believe that the audience cannot appraise the artistic substance of
a program, that they effectively may not be able to appreciate the quality in a work
and that this view inhibits CO (Sorjonen 2011). The findings of this study support
this conclusion, as artistic non-profit managers expressed doubt that audiences could
fully appreciate quality, and that peer audiences would be better equipped to do so.
While the belief in Absolute Quality has been observed generally within non-arts
industries (Berthon, Hulbert & Pitt 2004; Garvin 1984; Reeves & Bednar 1994;
Shaw & Shaw 1998) and in arts specific studies (Camarero & Garrido 2008; Gainer
& Padanyi 2005; Sorjonen 2011), this study illuminates its influence on strategic
orientation and the way that it underpins PO among managers. The importance of
this finding for the literature is that it should not automatically be assumed that the
pursuit of Absolute Quality is CO, and that it can, as in this study, serve to reinforce
PO. In terms of its implications for large music organisations, it should be
understood that a manager hired for their specialist expertise will make different
quality judgements and have a different musical appreciation compared to a novice,
which may have implications for the reception of challenging repertoire by less
sophisticated audience members.
7.3.5 Emotional Attachment
This section examines the Emotional Attachment findings presented in Chapter 5
(section 5.2.3) in relation to the Emotional Attachment of managers to their products
discussed in Chapter 2 (section 2.2.1.2) and the way this manifests in the creative
industries discussed in Chapter 3 (section 3.5.7).
Emotional Attachment emerged in the analysis as a belief by artistic managers that
their personal, emotional reaction to the music is an important indicator of potential
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success. It was admitted by some managers responsible for the artistic output that
their own aesthetic preferences could influence decision making. It was also a belief
that was described and introduced by commercial CEOs who saw songs as emotional
works that must grab attention in an immediate, spontaneous way. This finding, that
Emotional Attachment does influence creative development supports research that
managers can exhibit emotional attachment to the products they manage (Krill 1998;
Schmidt & Calantone 2002). This study supports the conclusion that in the creative
industries, conscious aesthetic preferences and affective responses arise (Halpern et
al. 2008; Müller et al. 2010; Nieminen et al. 2011) to which creative managers are
not immune and which can ultimately influence their decision making processes
(Childress 2012).
The importance of the findings for the literature is that the relative lack of attention
paid in the literature to Emotional Attachment is surprising when one reads of the
emotional investment managers in this study made to the creative projects on which
they worked. In both the commercial and non-profit sectors, the creative process was
not a dispassionate, algorithmic process, but one full of emotion and personal
investment.
This study not only identifies the presence of Emotional Attachment within the
accounts of managers and argues for its importance within the creative process, but
also proposes that the belief underpins PO because it is a form of a manager fixating
on the creative work itself. Through Emotional Attachment, the manager prioritises
their own personal emotional response to the work to determine its value rather than
relying on external market data. The implications this holds for large commercial
music organisations is that if managers make decisions based on their emotional
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reaction to music, and if the appeal to a target audience is the primary goal, caution
would need to be exercised if the manager was not representative of the target
audience. In the case of non-profit organisations, it is more complex, because while
Artistic Directors can similarly program music based on what excites them
personally, this is more widely accepted as a convention because Artistic Directors
have a mandate to provide Artistic Leadership (discussed in section 7.3.8) and
champion their own discoveries and personal enthusiasms.
7.3.6 Conviction
This section examines the Conviction findings presented in Chapter 5 (section 5.2.2)
in relation to Conviction as a characteristic of artistic PO reviewed in Chapter 3
(section 3.5.2). This study found that managers generally innovated from a place of
Conviction. This finding supports Holbrook and Day’s (1994) explicit naming of
‘Conviction’ as a characteristic of artistic PO (see section 3.5.2). Within the non-
profit context, Conviction may be driven by a belief in work the manager felt would
advance the art form. Within the commercial sector, the importance of Conviction
was seen in the need to push through adversity in the development of new creative
work to overcome obstacles, organisational inertia and internal criticism, which is
also found in the innovation literature (Krill 1998; Schmidt & Calantone 2002). The
evidence in this study supports Conviction as an important managerial belief in its
own right.
Managerial Conviction can be seen as a managerial characteristic developed in
response to the organisational environment (Lawrence & Lorsch 1967b), particularly
in the commercial sector. In a Nobody Knows environment, managers summoned
Conviction to surmount their doubts and fears of product failure. In an environment
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where market research data is usually poor, unknown, or inconclusive, the full details
of the creative work have yet to be revealed and the audience reception is capricious,
managerial Conviction was seen by managers as necessary to motivate project teams
despite these uncertainties.
Managers in this study sought, where possible, to support the artist’s convictions as
well as their own. This offers an alternative perspective to suggestions in the
literature (Kubacki & Croft 2004) that major record companies pursue a
manipulative agenda.
Although researchers have argued for the necessity of Conviction in successfully
pursuing artistic outcomes (Brown 2006a; Holbrook & Day 1994), this study goes
further in: identifying Conviction as a belief within the accounts of managers;
arguing for its importance within the creative process; and, indicating its relationship
to strategic orientation. Conviction influences the manager to be more PO by
legitimising the absence of market data in developing new work and validating
managers in pursuing their own emotional reactions. Other PO beliefs such as
Emotional Attachment to the creative work can be pursued with greater resolve when
managers believe in the necessity of operating from Conviction. The implications of
these findings for large music organisations is that managers can be seen to work in a
belief-building business. In a subjective, uncertain environment, they may need to
use Conviction to build coalitions of support around projects, in the absence of
rational argumentation.
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7.3.7 Artistic Authenticity
This section examines the Artistic Authenticity findings presented in Chapter 5
(section 5.2.7) in relation to the arts management literature in Chapter 3 (section
3.5.8) and the management and marketing literatures on authenticity presented in
Chapter 2 (section 2.2.1.3).
As discussed in Chapter 3 (section 3.5.8), negative references can be found in the
literature about the motives and conduct of managers within major record companies
who are seen to be manipulative, forcing artists to adopt inauthentic positions
(Davies 2001; Holbrook 1998; Kubacki & Croft 2004). The conclusions to be drawn
from such studies is that commercial managers will have little belief in the
importance of Artistic Authenticity. Yet, this study draws the opposite conclusion.
Managers were highly sensitive to the issue, and saw ignoring Artistic Authenticity
as leading to failure for the record company as much as the artist. This study supports
Negus’ (1992) finding that commercial music managers believe in the importance of
Artistic Authenticity for practical reasons, namely that they see it as an important
issue for both artists and audiences. Negus (1992) qualified this by saying that
artistic managers placed more trust in Artistic Authenticity and organic creative
processes than marketing managers, but overall managers were supportive of Artistic
Authenticity. For managers in this study, artists needed to believe the project was
authentic in order to be the best advocate for it, and some audience segments needed
to believe the project was authentic to support it.
The belief of one commercial artistic manager in this study (Artistic 2) that artistic
growth and development can create feelings of inauthenticity for the artist because it
is departing from a past anchor point has arisen in other recent research on
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authenticity (Ibarra 2015). This may have implications for artistic personnel working
with artists, who may need to help the artist explore and differentiate between natural
growth and development, and abandoning important principles in the manner of
‘Selling Out’.
The role Artistic Authenticity performs in legitimising artists and projects and
ensuring they are seen as credible by opinion leaders (Negus 1992; Ordanini, Rubera
& Sala 2008) was borne out in this study. Commercial managers saw this as
extremely important. Non-profit managers saw the pursuit of Artistic Authenticity as
something they supported as a matter of principle. Commercial managers,
particularly CEOs, saw that one consequence of Artistic Authenticity, prioritising the
artist’s intrinsic artistic needs above other considerations (Holbrook 1998), could
marginalise the sales potential and broader audience appeal of projects.
One qualification that should be added to seeing Artistic Authenticity as a PO belief,
is that cultivating brand authenticity in the non-profit sector can be seen as CO-
supporting, as arose in the discussion on Audience Trust (section 7.2.3). A study of
brand trust (Eggers et al. 2013) in relation to German Small and Medium-sized
Enterprises (SMEs) saw a relationship between brand authenticity and consumer
brand trust. A marketing manager wanting the brand of her orchestra to be seen as
trustworthy and authentic, which can be seen as CO, is different from asking an artist
to pursue their own Artistic Authenticity irrespective of its audience appeal, which
can be seen as PO.
In summary, while Artistic Authenticity is a much studied concept (Davies 2001;
Holbrook 1998; Holbrook & Day 1994; Kubacki & Croft 2005; Lindholm 2008;
Murnighan & Conlon 1991; Negus 1992), this study shows its importance as a
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managerial belief in music organisations, and shows the way that it underpins PO
among music managers when understood as encouraging artists to adopt authentic
positions. Artistic Authenticity influences PO because it insulates the product from
the demands of the marketplace. It does so by elevating other concerns over
marketplace demands, principally the need to ensure the artist feels that sincere
personal expression has taken priority over financial concerns. The importance of
Artistic Authenticity for all managers in the study, commercial and non-profit, was
consistent with some previous studies (Negus 1992, 1999) but not others which had
questioned the commitment of major record companies to Artistic Authenticity
(Kubacki & Croft 2004, 2005).
7.3.8 Artistic Leadership
This section examines the Artistic Leadership findings presented in Chapter 5
(section 5.2.8) in relation to literature on leadership in a music and creative industries
context discussed in Chapter 3 (section 3.5.6). Artistic Leadership emerged in this
study as a highly important belief that underpinned PO, particularly in the non-profit
sector.
Artistic Leadership emerged in the analysis as a belief that music is a fashion-related
industry which is about ‘making taste’, ‘making fashion’, and pushing into new
unknown territory. Artistic Leadership is quite distinct from the concept of ‘aesthetic
leadership’ proposed by Schroeder and Fillis (2010), which looks at how
conventional organisational leadership can be enhanced through insights from the
field of aesthetics. As in the fashion industry (Chua & Eccles 2009), managers in this
study revered artists who pushed boundaries and provided Artistic Leadership. Most
managers saw greater value in presenting audiences with work they could not have
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imagined, than responding to audiences, in the manner of Reactive CO, as audiences
were seen to have little insight into future possibilities.
Artistic Leadership in this study is “inside out” and not “outside in” (Narver, Slater
& MacLachlan 2004:338), meaning that it starts with the organisation’s own internal
pursuit of excellence, and seeks then to examine the market potential, rather than
taking inspiration from the marketplace. It has been characterised by Fillis (2010a) as
a product-centric, entrepreneurial, artistic approach to marketing. While Artistic
Leadership was a concept and belief that was well understood in both sectors, it
manifested most strongly in the non-profit sector. Managers in the commercial sector
exhibited more caution and conservatism as to how far Artistic Leadership could be
pursued before one loses the audience. Managers in both sectors expressed concerns
about getting too far ahead of the audience, as is seen in the literature (Lord 2012).
One finding of this study is that commercial managers saw artists demonstrating
tastemaking leadership in relation to fashion and popular culture and not just musical
style. Examples of Artistic Leadership identified by managers included fashion and
clothing styles, the artist’s own imaging, and the way they extended their creative
work into other products.
The findings of this study support research findings to date that non-profit managers
across all functional areas see a social good in expanding people’s horizons and
leading them onto new experiences (Hirschman 1983; Lord 2012; Scheff & Kotler
1996; Sorjonen 2011), with managers using words such as ‘duty’ and
‘responsibility’. Within the non-profit sector, ‘challenging’ audiences as a
consequence of Artistic Leadership was seen as an obligation. Sorjonen (2011)
argues that ‘challenge’ is CO, as non-profit arts audiences want to be challenged. As
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with Artistic Autonomy and Absolute Quality, this does not automatically follow due
to the audience alienation that can arise from the aggressive pursuit of challenge. The
risk of alienation was referred to by non-profit managers in this study, and there is
research evidence that some challenging music may never find an audience (Boone
et al. 2012). In the non-profit sector, leading audiences into the unknown and
presenting experimental works created additional pressures on marketing leaders
who were seen as accountable for sales figures and audience engagement.
While Artistic Leadership has been previously discussed in the music literature
(Chua 2007; Lissa 1965) and arts management literature (Brown 2006a; Fillis 2002;
Scheff & Kotler 1996), this study’s contribution is to show Artistic Leadership to be
a managerial belief that underpins PO, particularly in the non-profit sector. Non-
profit managers seek to make taste, sometimes subjecting audiences to experiences
that they may initially find uncomfortable with a view to educating them. Non-profit
managers shape audiences to fit creative works, by educating, developing and
leading audiences (a process assisted by those who do not like the music not
returning), rather than shaping creative works to fit audiences.
This study adds to the small amount of research work that has been undertaken on
tastemaking leadership in the creative industries. One implication for large music
organisations is that Artistic Leadership emerged as one of the most aspirational and
supported managerial beliefs in the study, and so explicitly raising this belief will
hold great resonance for managers.
Now that the PO supporting beliefs have been discussed, the CO beliefs will be
examined next.
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7.4 Consumer Orientation(CO)
7.4.1 Introduction
This section addresses the CO aspect of the research questions, and the CO
component of the conceptual framework, namely: What managerial beliefs underpin
consumer orientation (CO) in large music organisations? (RQ1); and How do
managerial beliefs influence CO in large music organisations? (RQ1a) The same
format is followed for the presentation of the CO discussion as was adopted for the
PO discussion. The CO beliefs of Audience Trust (non-profit) and Aesthetic
Agnosticism were discussed as emergent beliefs in section 7.2. and Selling Out was
discussed in section 7.2.5. Three further CO beliefs that were supported in the
findings, Art for Business’ Sake, Co-creation and Peer Respect, as well as the two
unsupported beliefs of Reactive CO and Proactive CO are discussed in this section.
The blanket application of CO to arts organisations has been considered
inappropriate (Hirschman 1983; Voss & Voss 2000a) and has been the subject of
much controversy (Gainer & Padanyi 2005; Holbrook & Day 1994; Southall 2009).
To illustrate disagreement within the literature, CO can be proposed as a normative
approach for music organisations in one study (Sorjonen 2011), and yet another
study can show PO to be a more financially successful approach than CO for a
category of non-profit arts organisations (Voss & Voss 2000a). This study’s
examination of CO beliefs explores in depth the way it manifests in a music context
and the way it supports and influences strategic orientation.
7.4.2 Art for Business’ Sake
This section examines the Art for Business’ Sake findings presented in Chapter 6
(section 6.2.1) in relation to the literature for Art for Business’ Sake covered in
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Chapter 3 (section 3.5.14). Art for Business’ Sake was found to be an important
belief and supported CO within music organisations. In the commercial sector, the
belief was seen as a basic reality, and in the non-profit sector, as a reflection of the
size, sophistication and importance of the organisation.
The findings support Art for Business’ Sake being equated with CO within artistic
organisations, as has been observed in the literature (Fillis 2006, 2010b). In contrast
to Art for Art’s Sake, where the artist is free from utilitarian concerns, Art for
Business’ Sake prioritises a concern for financial and business success. However,
there were limits to how far business approaches could be prioritised before they
offended artistic sensibilities. Marketing managers in both sectors experienced
friction introducing marketing and business approaches and frameworks, as seen in
previous research on music and arts organisations (Butler 2000; Southall 2009).
Previous research (Fillis 2006) has seen Art for Business’ Sake work as a counter-
balance to Art for Art’s Sake, elevating commerce over art. This study saw it serve as
a belief with great resonance for managers that functioned to underpin CO. It did so
by legitimising the pursuit of money and revenue from audiences as a natural,
inevitable consequence of trying to run a business. One implication for large music
organisations seeking to improve business practices is that introducing managers
from other industry sectors, without a music background, was viewed as
controversial and problematic by many managers in the study. This was particularly
the case if they were seen to promote business practices and thinking from other
industries which appeared to artistic managers to be at odds with artistic practice.
In summary, Art for Business’ Sake was found to be an important belief and
supported CO within the music organisations. In the commercial sector, the belief
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was seen as a basic reality, and in the non-profit sector, as a reflection of the
significance of the organisation.
7.4.3 Reactive Consumer Orientation
This section examines the Reactive CO findings presented in Chapter 6 (section
6.2.2) in relation to the general literature on Reactive CO discussed in Chapter 2
(section 2.2.2.1) and in an artistic context in Chapter 3 (section 3.5.10). Despite
Reactive CO as proposed by Levitt (1960) being considered a cornerstone of the
marketing discipline (Bennett & Cooper 1979; Blankson, Motwani & Levenburg
2006; Brown 2005), it was uniformly rejected by managers in this study as a viable
approach to developing new creative work. Reactive CO was accepted for promoting
and helping connect consumers with the creative work that had been created, but was
not seen as a viable basis for developing new work.
Within the commercial sector, the findings support Negus’ (1992) observation that
market research in record companies is often dismissed by managers because they
perceive it as only telling them what they already know. Managers in this study, and
in Negus’ (1992) study, saw market research as backward looking and lacking in any
imaginative potential. Similarly, within the non-profit sector, the findings support
studies (Lord 2012; Sorjonen 2011) that saw managers question the relevance of
market research. Artistic Directors see themselves as providing the imagination and
creative flair to curate and deliver experiences which audiences could never request
in the manner of Reactive CO. As discussed in Chapter 2 (section 2.2.2.1), Reactive
CO involves asking consumers what they want and giving it to them. It was common
in the study to hear managers argue that consumers do not know what they want.
Managers in the study also drew on an argument, raised in the literature by
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Hesmondhalgh’s (2013), that every creative work is different and so conclusions
drawn from consumer feedback on other historical works do not necessarily possess
any predictive value for future projects.
Managers in this study considered Reactive CO inappropriate for their organisations,
and the negative reaction was particularly strong in the case of non-profit managers.
Studies which propose a more qualified approach to CO in the arts (Fillis 2006,
2010b; Voss & Voss 2000a) align with the perspective of managers in this study.
Consistent with studies in both sectors (Negus 1992; Sorjonen 2011), consumer
insight was seen as important in connecting creative work with audiences once the
work had been created. It could also be important in informing marketing and
promotional activities. In this study, managers also stressed its value in preparing the
business case to sign artists and in portfolio management and making more macro,
structural decisions about program balance and the overall architecture of a concert
season. One delimitation that should be stressed at this point is that ‘synthetic’
products (Negus 1992) do utilise Reactive CO, but they only constitute a very small
proportion of major record company releases (see the Limitations and Delimitations
section Chapter 8, section 8.3).
Previous research into the non-profit context (Carù & Cova 2005; Scheff & Kotler
1996) indicated surveys and research were seen to be more relevant when looking at
aspects of the audience experience such as venue issues, concert guides and other
services and amenities. This preference was reflected in this study where non-profit
managers spoke of the effort that went into ancillary services and other audience
support such as written materials which contextualise work for new audiences.
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In summary, while there were circumstances where Reactive CO was seen as a
legitimate approach, such as in promoting work that had been created, it was not
used as a basis for developing creative work. This had been previously observed in
the literature (Negus 1992; Sorjonen 2011), but this study saw a very strong negative
reaction from managers to the concept of Reactive CO, particularly in the non-profit
sector, and there was no evidence this belief exerted any influence on the strategic
orientation of managers. One of the implications for large music organisations is that
managers and stakeholders who come to music organisations believing in the
primacy of CO, will encounter resistance from managers.
7.4.4 Proactive Consumer Orientation
This section examines the Proactive CO findings presented in Chapter 6 (section
6.2.3) in relation to Proactive CO literature discussed generally in Chapter 2 (section
2.2.2.2) and in relation to artistic activity in Chapter 3 (section 3.5.11). Despite
Proactive CO being seen as significant in the marketing literature (Narver & Slater
1990), in this study, there was very little evidence to suggest managers collected data
with a view to anticipating latent, future and unarticulated needs. The perceived
shortcomings of market research (covered in section 7.4.3 on Reactive CO), included
that it was backward looking and did not create the potential to surprise audiences or
generate imaginative ideas. The approach taken to innovation and creative
development in these music organisations was “inside out” and not “outside in”
(Narver, Slater & MacLachlan 2004:338). Proactive CO is “outside in” where insight
and inspiration is drawn from the marketplace.
One implication of this finding for the literature is that leading audiences does not
automatically equate to Proactive CO, but may be more complicated. For example,
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Sorjonen (2011) suggested that leading audiences through challenging and
experimental repertoire, termed Artistic Leadership in this study, is Proactive CO.
Yet, the evidence in this study supports Artistic Leadership and Proactive CO being
understood as two distinct concepts. Proactive CO must involve some audience
listening or insight to be true to the intent of CO, yet Artistic Leadership may involve
taking strong aesthetic positions which are based on a Conviction as to what
audiences should be exposed to, rather than responding to a latent or hidden need. So
evidence in this study challenges any assumed equivalency between Artistic
Leadership and Proactive CO.
In terms of the implications of this belief for large music organisations, managerial
concern over the limitations of market research is reflective of and contributes to the
increased risk faced by these organisations, as they lack techniques employed by
other organisations to reduce risk and improve the success rates of new creative
works.
In summary, there was very little evidence to suggest managers pursued Proactive
PO in terms of collecting data with a view to anticipating latent, future and
unarticulated needs.
7.4.5 Co-creation
This section examines the Co-creation findings presented in Chapter 6 (section 6.2.4)
in relation to the general literature discussed in Chapter 2 (2.2.2.3) and its application
to artistic activity discussed in Chapter 3 (section 3.5.12). Much excitement has been
generated by the Co-creation paradigm (Boorsma 2006; Leonhard 2008; Minkiewicz,
Bridson & Evans 2016; Wiid & Mora‐Avila 2018) and the increasing power being
granted to consumers to allow them to ‘co-create’ and customise their own products
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and experiences (Bilton 2017; Miles 2017; Ramaswamy & Ozcan 2014, 2016;
Shirky 2008; Wiid & Mora‐Avila 2018). A spectrum of views on Co-creation
emerged in this study. Marketing managers, both commercial and non-profit, were
enthusiastic and open to its possibilities. Other views clashed with this optimism,
expressing doubts as to the quality of work that would arise through a more open
process or questioning whether it was not in fact a misrepresentation if artists and
artistic managers are still being commissioned to make artistic statements. In terms
of marketing and promotional work, it was accepted by all managers that active
audience engagement and making/sharing content was central to the marketing of
new work.
The strong divergence of opinion among managers can be summarised as a tension
between the CO led drive towards audience co-creation and the PO led drive towards
artistic excellence based on expertise. This tension has been observed in the museum
and gallery sector (Minkiewicz, Bridson & Evans 2016), where managers could
adopt a ‘curatorial orientation’ prioritising traditional research expertise and
excellence. This led to interfunctional conflict with marketing staff who wanted to
see greater co-creation opportunities for audiences (Minkiewicz, Bridson & Evans
2016).
In this study, Co-creation challenged two PO beliefs: Artistic Autonomy and Artistic
Leadership. In terms of Artistic Autonomy, instead of artists being given space to
create, they increasingly find themselves locked into far greater audience interaction.
This intrusion was observed by managers to be potentially confusing and to even
create a hostile environment for artists with online fan criticism and trolling. This
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contemporary development and its implications for artists deserves greater research
attention.
In terms of Co-Creation’s challenging of Artistic Leadership, as in Lord’s (2012)
non-profit arts study, there was disagreement among managers as to whether Co-
Creation should be limited to the promotional dimension or extended into Co-
production, where audiences participate in the creation of the work itself. One non-
profit Artistic Director in this study (Artistic 5) saw Co-creation as potentially
undermining Artistic Leadership and the need for a controlling artistic vision. He
believed that Co-creation, being positioned as a conversation, misrepresented what
was actually happening, where artistic experts were commissioned to make artistic
statements that would challenge and surprise audiences. Similarly, a commercial
CEO (CEO 3) doubted audience input would hold much artistic value, as he believed
that audiences lack the imagination to contribute anything worthwhile, and the more
people invited into an artistic process the worse it is likely to be.
In terms of the relationship of this belief to strategic orientation, marketing
managers’ enthusiasm for Co-creation supported CO within these organisations, by
working towards greater audience involvement in every aspect of the organisation’s
work. Co-creation is having the same impact in the gallery and museum sector
(Minkiewicz, Bridson & Evans 2016). However, Co-creation’s conflict with Artistic
Autonomy and Artistic Leadership resulted in a mixed reception by other managers.
Thus, the impact of Co-creation on organisational CO may be impeded by opposition
from managers based on PO beliefs. The potential of these findings for
interfunctional conflict is revisited in section 7.5.
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The contribution of this study is to show the way Co-creation manifests in a music
context, which both supports CO, but also encounters impediments from PO beliefs.
While the organisational tension can be styled in PO versus CO terms (Minkiewicz,
Bridson & Evans 2016) this study argues that the tensions are underpinned by
specific beliefs. This contributes to a deeper understanding of the way Co-creation
operates in an artistic context, with implications for research understanding and
managerial understanding. The research understanding results from deeper
appreciation of underpinning beliefs which influence the way Co-creation manifests
in this context. The implications for managerial understanding results from the way
in which knowledge of these beliefs could be used to manage interfunctional
relations and conflict.
7.4.6 Peer Respect
This section examines the Peer Respect findings presented in Chapter 6 (section
6.2.5) in relation to the music literature presented in Chapter 3 (section 3.5.13). This
study supports the findings of other researchers (Lord 2012; Sorjonen 2011) that peer
audiences are a vital target audience for music managers, particularly artistic
managers. Artistic managers in this study saw peer audiences as a better judge of
artistic quality than consumers, and this has been previously observed in the
literature (Butler 2000; Hirschman 1983; Holbrook 2005). What emerged in this
study that has not emerged strongly in other studies is the tension experienced by
managers between satisfying the needs of peer audiences compared to satisfying the
needs of less sophisticated audience members. Peer audiences were seen as
validating, insightful and influential, but also potentially elitist and not representative
of the key target audience.
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This study presents evidence which complicates Hirschman (1983) and Sorjonen’s
(2011) assumption that appealing to peer audiences is necessarily CO. Peer
audiences constitute an audience segment, but peer audience tastes may not be
reflective of the broader audience. Commercial CEOs were concerned that appealing
to peer audiences may have the effect of marginalising projects. As Caves (2000)
observed, trying to appeal to a reference group who will appreciate the finer nuances
of a musical or theatrical work may result in little appreciation from a less
sophisticated audience segment unable to appreciate such subtlety. These competing
priorities result in a tension between maximising the economic potential of a project
through achieving mainstream appeal versus maximising the artistic sophistication of
the project by appealing to a peer audience who can appreciate that sophistication.
The pursuit of Peer Respect could be understood as CO in terms of using a
sophisticated segment that included industry influencers and media to amplify the
project and connect it with other consumers, rather than simply providing a collegial
sounding board. For example, in the segmentation work discussed by a commercial
marketing manager (Marketing 1), a tastemaking segment was identified which
influenced other segments and they actively marketed to them. This is seen in the
literature (Macy et al. 2016) where as a conscious, structured part of the publicity
plan for new singles and albums, marketing managers will target journalists,
bloggers, online website editors and TV producers. These can be seen as part of the
peer audience, and serve a purpose within the overall marketing plan to provide
media amplification for the project.
It could be argued that if traditional music critics writing in newspapers are vital in
certifying for audiences the credibility and authenticity of a project, then their
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influence warrants special attention. Yet, there was evidence in this study that the
power of these critics is waning and the value in cultivating them has diminished.
This study evidences the pursuit of Peer Respect among music managers, particularly
among artistic managers, but its relationship to strategic orientation depends on how
it manifests. It can exert a marginalising, elitist influence on a project, influencing
the organisation to pitch work at a level that is too sophisticated for the majority of
consumers to appreciate. It can also exert an amplifying, validating effect on the
project where peers are opinion leaders who can influence other consumers and the
outcomes of a project. The latter influence is more CO supporting than the former.
The importance of these findings for the literature is that the pursuit of Peer Respect
has been shown to hold greater implications than providing an experienced sounding
board for creative development. It can influence strategic orientation by broadening
or narrowing the potential audience appeal of projects, depending on how it is
applied. Music managers targeting multiple audience segments should understand
that allowing projects to be influenced too much by Peer Respect, can see the project
become skewed towards aficionado interests which may influence the commercial
potential of projects.
7.5 Interfunctional implications for the relationship between
marketing and artistic functions
This section analyses the interfunctional findings presented in Chapter 6 (section
6.3), in relation to the literature on PO and CO tensions in interfunctional relations
involving marketing which was presented in Chapter 2 (section 2.5) and discussed in
relation to music organisations in Chapter 3 (section 3.6).
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Managers in this study readily acknowledged the potential for conflict between the
artistic and marketing functions, which is apparent in research on commercial music
organisations (Negus 1992, 1999) and non-profit arts organisations (Lord 2012;
Sorjonen 2011). Research on conflict in organisations has adopted contradictory
positions, such as that interfunctional conflict is negative because it prevents the
clear, organisation-wide pursuit of strategic orientation (Kohli & Jaworski 1990) to it
being positive because of its potential to challenge bad decisions (Jehn 1995) or more
effectively reconcile different stakeholders and requirements (Dougherty 1992;
Homburg & Jensen 2007). The findings of this study support the latter positive
perspective, as managers in both sectors largely saw the conflict between marketing
and artistic managers serving to optimise the work of the organisation.
There was also a common perception among managers that the optimal situation is to
have the two functions working in an equal, synchronised and integrated way, as has
been proposed in the literature (Scheff & Kotler 1996). Scheff and Kotler (1996:38)
argue that “along the continuum of art-centered and market-centered choices, the
ultimate product is the one in which the two concepts merge and become
indivisible”.
CEOs in this study (eg CEO 1 and CEO 2) argued that conflict could be positive
when functions actively challenge each other in the development of new work, with
one functional group aligning themselves more closely with the consumers’ interests,
and another group immersing themselves in the product and fighting for artistic
excellence. This supports findings in manufacturing innovation studies such as
Dougherty (1992:195) who argues that departments must actively challenge each
other “or the final design will be awry”. Homburg and Jensen (2007:124) found that
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“market performance is enhanced if one side plays the customers’ advocate while the
other plays the product’s advocate”. An implication of this is that PO and CO can be
seen as counterbalancing forces, representing different interests, which if properly
balanced, optimise overall outcomes for participants in the process.
The functional silos encountered by Dougherty (1992) and Homburg and Jensen
(2007) did not manifest as strongly in this study. Previous research (Ordanini,
Rubera & Sala 2008) has shown that increased use of interfunctional project teams
within record companies has had the effect of eroding departmental silos.
Commercial managers in this study made reference to cross-functional experience,
smaller organisations and technology helping to further integrate the work of the two
functions.
The findings of this study support observations of artistic and marketing managers in
Ordanini, Rubera and Sala’s (2008) study of EMI Italy. They observed that
marketing managers are more CO and possess specialised knowledge of how best to
reach the market while A&R managers are seen to possess specialist knowledge
about artist development. Ordanini, Rubera and Sala’s (2008) study interviewed nine
managers with varying roles, and so did not split their participants into larger
functional groups which could be compared and contrasted in the manner conducted
in this study. This study provides greater empirical support for their conclusions in
relation to strategic orientation.
In terms of the greater CO demonstrated by marketing managers, it is interesting to
note that in Homburg and Jensen’s (2007) thought world study, marketing managers
exhibited the stronger PO, not CO. This difference is due to the reference group to
which the managers were being compared. In Homburg and Jensen’s (2007) study,
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the marketing managers were being compared to sales managers who were
responsible for relationships with key accounts. In this study, marketing managers
were being compared to artistic managers who were more removed from the final
consumer relationship. Thus, there is a common finding across both studies: the
function closest to the consumer adopts the greatest CO. The environment in which
managers are placed, and the needs they are required to serve, influence their
orientation (Lawrence & Lorsch 1967b).
A unique contribution of this study is the concrete data that has been obtained on
how individual beliefs underpin and influence PO and CO, and how similarities and
differences in beliefs between managers can assist co-ordination or create conflict
between functions. Relationships between beliefs have also been indicated in this
study, such as Nobody Knows underpinning the need for Conviction in the
commercial sector, and Audience Trust serving as a precondition for Artistic
Leadership and Art Form Development in the non-profit sector. Within the
commercial sector, differences emerged in eight beliefs which created the possibility
for conflict (summarised in Table 6.2): Artistic Autonomy, Conviction, Emotional
Attachment, Artistic Authenticity, Artistic Leadership, Art for Business’ Sake, Peer
Respect and Aesthetic Agnosticism. In the non-profit sector, eight beliefs held
sufficient differences to create the potential for conflict (summarised in Table 6.3):
Artistic Autonomy, Art Form Development, Emotional Attachment, Artistic
Authenticity, Artistic Leadership, Art for Business’ Sake, Co-creation and Peer
Respect. In both sectors, managers also shared similar views, were usually
accommodating, pragmatic, and understanding of differences, and those who had
come into the music industry from other industries often softened and adapted their
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approaches, following the norms and conventions of the sector. This all assisted co-
operation between managers and functions.
Artistic managers in this study used more ‘absolute’ language than marketing
managers, seeing Absolute Quality as inherent within the properties of the music,
while marketing staff were closer to the consumer perspective. The tension between
artistic managers focussed on Absolute Quality and marketing managers focussed on
audience engagement is not dissimilar to technical managers in industrial processes
focussing on product and technological development, and marketing managers
focussing on client needs (Dougherty 1992; Griffin & Hauser 1996; Maltz & Kohli
2000). In both cases it shows the tension between managerial PO and CO beliefs
operating across different industry sectors.
The analysis of Co-creation indicated a potential tension between artistic managers
seeking to make or commission great artistic statements compared to marketing staff
seeking greater audience participation. While research into the museum and gallery
sector (Minkiewicz, Bridson & Evans 2016) has identified this as a potential area of
conflict, this study shows underlying beliefs such as Artistic Autonomy and Artistic
Leadership contributing to the conflict, particularly in the non-profit sector.
In conclusion, these findings on the interfunctional relationship between marketing
and artistic functions in music organisations contributes to an extension of research
on marketing’s relationship with other functions. There has been considerable
research on marketing’s interrelationship with other functions, such as: R&D (Griffin
& Hauser 1996; Maltz & Kohli 2000; Ruekert & Walker 1987; Shaw & Shaw 1998);
manufacturing and production (Balasubramanian & Bhardwaj 2004; Crittenden,
Gardiner & Stam 1993; Maltz & Kohli 2000; Piercy 2007; Powers, Sterling &
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Wolter 1988; Ruekert & Walker 1987; Shaw & Shaw 1998); finance and accounting
(Maltz & Kohli 2000; Ruekert & Walker 1987; Srivastava, Shervani & Fahey 1998);
sales (Homburg & Jensen 2007; Massey & Dawes 2007); and, human resources
(Chimhanzi 2004). This study extends this research by exploring the relationship
between marketing and artistic functions, which is critical for music organisations
(Negus 1992). The study also extends the domain from manufacturing processes
predominantly explored by the literature in Chapter 2 (section 2.5), to an artistic
context. The findings are potentially relevant for all large organisations which seek to
create commercial revenue from artistic self-expression, employing one group of
managers to focus on the creative dimension of the activity and another group of
managers to focus on the consumer/end client dimension of the activity.
7.6 Summary
This chapter examined the research findings in relation to the extant literature to
determine the contribution to knowledge made by the findings. PO and CO
differences between functional managers and industries have been observed in the
literature (Homburg & Jensen 2007; Ordanini, Rubera & Sala 2008), but this study
contributes to the strategic orientation literature by showing the way that managerial
beliefs underpin and influence PO and CO in an artistic context.
Research on PO in a music context (Brown 2003; Holbrook 1998; Jacobson 1968;
Kubacki & Croft 2005; Murnighan & Conlon 1991) is mainly focussed on artists,
while this study is the first to focus on managers’ perspectives of PO and CO. Much
of the traditional literature on interfunctional co-ordination involving sales and
marketing is focused on an industrial and manufacturing context (Dougherty 1992;
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Homburg & Jensen 2007). This study provides insights into a less explored artistic
context.
Following Dougherty (1992) and Homburg and Jensen (2007), this study extends
thought world research into music organisations, showing how artistic and marketing
functions do possess distinct beliefs and approaches, even if the differences are not
dramatic. Marketing managers may challenge artistic managers, but they can also
give way to the supremacy of the artistic mission in non-profit organisations and
adapt to sector norms in the commercial sector. As outlined in section 7.5, this study
also contributes to a broadening of the research work on marketing managers’
relationships with other functions,
This qualitative exploration of beliefs which underpin and influence PO and CO
within large music organisations contributes to a much richer and deeper
understanding of PO and CO within this context. It also illuminates the link between
managerial beliefs and strategic orientation and shows how strategic orientation is
brought to life in the lived experience of these managers and underpinned by a range
of beliefs. This study demonstrates how beliefs which have been previously seen as
disparate, or which are new to the literature such as Aesthetic Agnosticism, influence
the strategic orientation of managers.
In the next and final chapter, the contribution to knowledge is summarised, the
limitations of the research acknowledged, and the implications for managerial
practice and opportunities for future research outlined.
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Chapter	8:		Conclusions	and	Implications	for	
Future	Research	
8.1 Introduction
This chapter concludes the thesis, summarises the contributions and limitations of the
study, and suggests directions for future research.
8.2 Contributions
This thesis makes contributions to knowledge in the areas of literature, practice and
policy. These are summarised in Figure 8.1 and discussed sequentially.
8.2.1 Literature contribution
This study advances four literature streams: the strategic orientation literature, the
literature on interfunctional relations involving marketing, the thought world
literature, and the arts marketing literature. It is also has generated empirical data for
future research. Each of these contributions will be discussed in turn.
8.2.1.1 Strategic orientation literature contribution
In terms of the strategic orientation literature, while it has been demonstrated that a
belief can underpin strategic orientation (Deshpandé, Farley & Webster 1993), this
study shows how a range of managerial beliefs can work together, including in
mutually reinforcing relationships, to influence and underpin the strategic orientation
of managers working in organisations. It also shows the ways in which product
orientation (PO) and consumer orientation (CO) can manifest in artistic
organisations.
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Figure 8.1  Contribution of the Thesis
Source: Researcher
Research on PO in a music context (Brown 2003; Holbrook 1998; Jacobson 1968;
Kubacki & Croft 2005; Murnighan & Conlon 1991) has mainly been focussed on
artists, not managers who supervise the commissioning and development of major
new projects, providing little illumination on managerial beliefs and orientations that
underpin the development of creative projects. This study identified eight beliefs that
support PO: Nobody Knows, Artistic Autonomy, Art Form Development (non-
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profit), Absolute Quality, Emotional Attachment, Conviction, Artistic Authenticity
and Artistic Leadership. Art for Art’s Sake was not supported as a guiding PO belief.
Five beliefs were identified that influence and underpin CO: Audience Trust (non-
profit), Aesthetic Agnosticism, Art for Business’ Sake, Co-creation and Peer
Respect. Three beliefs were not supported: Reactive CO, Proactive CO and Selling
Out. Of the supported beliefs, two PO beliefs were emergent, Nobody Knows and
Artistic Autonomy, and two CO beliefs were emergent, Audience Trust (non-profit)
and Aesthetic Agnosticism.
This study also makes a contribution across the commercial and non-profit divide, as
previous studies which have touched on managerial strategic orientation in music
organisations have been either commercial (Ordanini, Rubera & Sala 2008) or non-
profit (Sorjonen 2011). This study evenly split the sample across commercial and
non-profit sectors so each context could be compared and contrasted in Chapters 5
and 6. Important differences were observed given that the artistic mission of non-
profit organisations is less consumer focussed than commercial organisations. The
international scope of this study, covering three geographical markets, the US, UK
and Australia, and the depth and experience of the sample is also noteworthy
(outlined in Chapter 4, section 4.5.4).
8.2.1.2 Contribution to the literature on marketing’s relationship with other
functions
By examining the relationship between marketing and artistic managers, this study
extends research on marketing’s relationship with other functions, such as: R&D
(Griffin & Hauser 1996; Maltz & Kohli 2000; Ruekert & Walker 1987; Shaw &
Shaw 1998); manufacturing and production (Balasubramanian & Bhardwaj 2004;
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Crittenden, Gardiner & Stam 1993; Maltz & Kohli 2000; Piercy 2007; Powers,
Sterling & Wolter 1988; Ruekert & Walker 1987; Shaw & Shaw 1998); finance and
accounting (Maltz & Kohli 2000; Ruekert & Walker 1987; Srivastava, Shervani &
Fahey 1998); sales (Homburg & Jensen 2007; Massey & Dawes 2007); IT (Buckley
2015); human resources (Chimhanzi 2004) and design (Beverland, Micheli &
Farrelly 2016). The relationship between artistic and marketing managers is vital to
artistic organisations as they represent the two most critical functions in the music
creative development process (Ordanini, Rubera & Sala 2008; Sorjonen 2011).
Conducting such a study on PO and CO within an artistic context and splitting the
sample by functional specialisation was called for by Voss and Voss (2000).
While interfunctional conflict and co-operation within artistic organisations has been
reported between the artistic and marketing functions in commercial organisations
(Hesmondhalgh & Baker 2011; Negus 1992) and non-profit organisations (Lord
2012; Ruud 2000) previous research has not explored potential differences in beliefs
across the two functions and sectors that may be affecting interfunctional relations.
This study contributes by identifying a number of areas of consensus and conflict.
For example, commercial managers were united across functional lines in terms of
their rejection of Art for Art’s Sake and their belief that they worked in a Nobody
Knows environment. Non-profit managers were united in their support of the artistic
mission of the organisation which unified their rejection of marketing beliefs such as
Reactive CO and Proactive CO.
Within the commercial sector, conflict arose over the degree of Artistic Autonomy
that was appropriate, with artistic managers granting more Artistic Autonomy.
Artistic managers could become more Emotionally Attached to projects, which
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created the potential for marketing managers to feel their colleagues had lost
objectivity. Artistic managers placed more weight on Artistic Authenticity than
marketing managers. Artistic managers generally wanted to be more adventurous and
provide more Artistic Leadership while marketing managers exhibited greater
conservatism. Differences could exist between managers on whether to position the
artist towards with Peer audiences (favoured by artistic managers) or the public
(favoured by marketing managers).
Within the non-profit sector, given that marketing managers had all decided to get
behind the organisation’s mission, which they understood was not consumer driven,
the two main sources of conflict related to the degree of Artistic Leadership that was
realistic, and whether the positioning of creative works was seen by artistic managers
as authentic or ‘dumbed down’. Artistic managers were more risk taking, with
marketing managers more risk averse and nervous about being judged over a failure
to attract audiences. Co-creation is still an evolving area, but it was possible for an
artistic manager to want to make great artistic statements, and feel uncomfortable
with the rise of greater audience participation.
8.2.1.3 Thought world literature contribution
The thought world literature has examined departmental affiliations and rivalries in
non-creative organisations (Dougherty 1992; Homburg & Jensen 2007). This study
advances the thought world literature by showing how beliefs influence thought
worlds among marketing and artistic managers in creative enterprises. One study
(Ordanini, Rubera & Sala 2008) touched upon thought world differences between
artistic and marketing managers, but it was not the focus of their study, and this study
has shown how functional differences can be observed between artistic and
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marketing managers across the thought world dimensions of strategic orientation and
managerial beliefs.
8.2.1.4 Arts marketing literature contribution
The study also advances the arts marketing literature, answering a call (Fillis 2006,
2010b) to shine greater light on PO within arts marketing practice, which can be
eclipsed by calls for CO (Fillis 2006, 2010b). This study provides an in-depth
analysis of PO and CO in music organisations. These findings potentially have
implications for researchers working in the broader creative industries where the
same tensions between artistic and commercial imperatives exist. The study also
makes a contribution to the arts marketing literature by shedding further light on the
interfunctional relationship between the artistic function and marketing function and
the distinctive differences between the commercial and non-profit sectors.
8.2.1.5 Empirical contribution
This study captures data on the experience of managers working in music
organisations. The data is from three countries (UK, USA and Australia), across both
the non-profit and commercial sectors. The seniority of the managerial participants in
the study is worth noting. This is an historical record and is available to future
researchers for benchmarking, such as comparing and contrasting trends and
developments in managerial and organisational life over time. The music industry is
dynamic and fast moving (IFPI 2017) and so capturing a snapshot in time in terms of
beliefs held by managers within music organisations can be a resource for future
researchers.
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8.2.2 Contributions to Practice
This study makes a contribution to practice by informing the understanding of
interfunctional conflict and co-operation between the marketing and artistic functions
in large music organisations. The research was conducted in both commercial and
non-profit organisations, broadening the practitioner relevance of the study through
the identification of sector differences.
The study makes explicit and tangible beliefs that may be implicit and intangible. So
for example, support for Co-creation and greater audience participation can clash
with beliefs within the sector such as Artistic Autonomy and Artistic Leadership,
where artists are granted space to create artistic work which leads audiences into new
aesthetic territory. Yet rarely in the accounts of managers will precise terminology be
employed to denote these beliefs and different perspectives. Nor will there be
evidence of explicit discussions taking place between managers to come to a deeper
understanding of these different perspectives. This study provides an inventory of
beliefs that can serve as a vocabulary for discussing the development of creative
work, and can bring to light underpinning assumptions and guiding principles which
may be contributing to interfunctional tension. In this way conflict may be de-
personalised when it is seen to arise from a difference in strategic orientation and
beliefs rather than a simple personality clash.
Clearer, more explicit managerial awareness of the sources of interfunctional tension,
such as those outlined in Tables 6.2 and 6.3 in Chapter 6 can help the management of
conflict. For example, artistic managers may grant sufficient Artistic Autonomy to be
accepting of delays in the creative process which in turn may delay the release of
products. This can easily lead to marketing frustration as time-sensitive set up work
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they have undertaken needs to be cancelled. To reduce conflict, mitigating efforts
such as very tight communication between the two functions is needed to realistically
manage expectations and reduce the impact of delays.
Managers transitioning between the commercial and non-profit sectors will also
possess greater contextual sensitivity if they consider the sector differences identified
in this study. Beliefs can differ between sectors, such as the two which were found to
be specific to the non-profit sector: Art Form Development and Audience Trust. The
tone and language employed can also differ between sectors. For example, with
regard to Artistic Authenticity, the commercial sector will be focussed on artistic
credibility, while in the non-profit sector the concept of ‘dumbing down’ can be
introduced to denote language being used which could compromise the
organisation’s integrity among serious concert goers, when the marketing manager
was attempting to make the art form more accessible for new audiences.
The study also highlights problems of managers entering the music industry from
other industries and bringing normative CO assumptions which can be applied
insensitively to the context (Butler 2000; Southall 2009) leading to the alienation of
artists and managers (Lord 2012; Ruud 2000; Southall 2009). Rather than being a
‘marketing schoolyard insult’ (Butler 2000) PO arises from far deeper beliefs around
the nature of development of creative work, and the mission of non-profit arts
organisations.
Managers may find the research useful in helping to discuss consumer-focus and the
use of consumer data within their organisation. For example, many artistic managers
in this study expressed an alienation from a ‘business’ paradigm that advocated
practices such as market research which they considered largely unhelpful. Two
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commercial artistic managers portrayed themselves as misunderstood, marginalised
outsiders who had rejected mainstream ‘business’ thinking. Yet, many of their
concerns in relation to market research, such as that it is backward looking and poor
at generating new ideas, are shared by many other researchers and managers in both
the music industry (Cuadrado, Gil & Mollá 2001; Holbrook & Day 1994; Negus
1992; Ruud 2000; Southall 2009) and other industries (Beverland & Farrelly 2007;
Bigi, Treen & Bal 2016; Hesmondhalgh 2013; Lord 2012; Workman 1993) It would
surprise these managers to understand the degree of support that exists for some of
the positions they were advocating. Research such as this study can only help to
inform organisational discussion and decision making.
8.2.3 Policy contribution
There is a link between the managerial beliefs which form the focus of this study and
societal beliefs which impact cultural policy. The policy positions taken by
individuals and organisations may be able to be explained in terms of their
relationship to the beliefs outlined in this study. For example, in the Australian
cultural policy context, an arts sector debate took place involving the former Arts
Minister George Brandis (Homan 2016). Brandis sought the pursuit of excellence
(the pursuit of Absolute Quality in this study), the policy implications being that he
believed funding should continue to be skewed towards high arts such as opera, and
away from popular art forms (Brandis 2013). This position has been criticised within
the arts sector as being arbitrary, unfair and not aligned with audience needs and
artist needs (Homan 2016; Trainor & James 2012). The concern with audience needs
can be seen as CO in terms of this study. Brandis also argued that the intrinsic value
of great art (Art for Art’s Sake) should not be compromised by economic
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considerations (Art for Business’ Sake) (Brandis 2013). This in turn was criticised as
being a naïve and potentially elitist positioning (Homan 2016).
This policy debate provides an example of a tension arising between an attempt to
satisfy audience needs (CO) versus upholding the Absolute Quality of historical art
forms (PO). It also shows the tension between maximising the economic dividends of
creative work (CO) versus valuing the arts for its intrinsic worth (Art for Art’s Sake).
These beliefs thus have wider societal implications and can play out at a macro level
in terms of cultural policy.
The rise of the share economy (Shirky 2008) and co-creation (Ramaswamy & Ozcan
2014) are likely to further challenge societal assumptions around creative work,
assumptions that have been identified in this study. For example, a traditional
assumption seen in this study is that an artist’s or artistic leader’s role is to create
inspired artistic statements, and the audience’s role is to passively consume what has
been offered to them. Both in the literature (Bilton 2017) and in this study, these
views are now being challenged with consumers seeking to take a more active role.
8.3  Limitations and Delimitations
All studies have limitations that arise from the method employed and delimitations
that result from the scope of the study. These are summarised for this study below.
The research is limited by its exploratory nature and the fact that other organisational
factors were not explored such as broader organisational culture and politics, and the
influence of other functions beyond the artistic, marketing and general management
functions that served as the focus. Non-profit managers in this study would have also
interacted with Development (fundraising), Financial and Box Office functions.
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Commercial managers would have interacted with Business Affairs, Financial,
Promotions and Sales functions. All of these employ specialist managers who may
possess beliefs and orientations that would influence managers and the overall
organisation. The three managerial functional contexts included in this study (the
artistic, marketing and general management functions) were chosen because they are
closest to the intersection of PO and CO within music organisations (Negus 1992).
In addition, as this is not a longitudinal study, causality cannot be determined
between components of the conceptual framework (Figure 3.4) such as beliefs and
organisational outcomes. Nor does a study of managerial perceptions provide an
indication of actual managerial behaviour. The potential interrelationships between
beliefs is also vast and is beyond the scope of the study.
The degree of financial stability or insecurity of the company in which a manager
worked was not incorporated into the analysis to determine whether this impacted
their beliefs and strategic orientation. It could be proposed that managers whose
company was financially imperilled would advocate greater CO.
In terms of potential biases from the sample, the sample may contain a possible
gender bias (skewed male), but this bias is also reflective of the disproportionately
high number of males within the total population of senior managers in large music
organisations (Hendicott 2015; McCormack 2016).  The sample may not reflect the
views of managers outside the UK, Australia and USA. The sample however does
contain two of the world’s most significant music markets (the US and UK), and a
smaller market (Australia). The arguments for the choice of geographical markets
were presented in section 4.5.2.
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A delimitation should be acknowledged that this study focuses on organic creative
development where creative work has been driven by artists in an ‘organic’ fashion
rather than ‘synthetic development’ such as boy bands which are consciously
engineered by record companies (Negus 1992). This focus is because ‘organic’
creative development represents the vast majority of artist development work
undertaken by labels (Tschmuck 2012), but the findings will not necessarily provide
insight into synthetic development, which is far more CO (Negus 1992).
It could be argued that a social acceptability bias (Van Buren III & Agle 1998) may
be at work on the part of commercial managers when discussing topics such as
Artistic Authenticity. Thus, they may assume that record companies have a
reputation for being exploitative (Dannen 1991) and thus they are at pains to position
themselves and the company as artist friendly and supportive of Artistic
Authenticity, even if this may not be the case in practice. One aspect that lent
credibility to the assertions of commercial managers that they valued Artistic
Authenticity is that they identified practical benefits that accrued to them from
supporting it. For example, artists who believe in the Artistic Authenticity of what
they create are better advocates for their work, are likely to be committed to the work
over a longer timeframe, and Artistic Authenticity is a prized attribute among
audiences.
This study has focused on two strategic orientations, PO and CO, but other
orientations may have been chosen, such as competitor, market, innovation, learning,
entrepreneurial, employee, curatorial or commercial orientations (Evans, Bridson &
Rentschler 2012; Grinstein 2008; Voss & Voss 2000a). The influence of other
orientations provides an opportunity for further research, and these are outlined next.
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8.4 Suggestions for Future Research
This study opens up a number of areas for further research, some of which could
address the limitations outlined in section 8.3. These suggestions are examined in
turn.
This is a qualitative study and further quantitative research is encouraged to
determine the prevalence of these beliefs within the population of music managers.
In terms of the conceptual framework (Figure 3.4), it remains to be empirically
demonstrated that harmonious interfunctional relationships and co-operation between
artistic and marketing managers improve financial outcomes.
The research on tensions and/or co-operation between the artistic and marketing
functions of music organisations is relatively nascent, and considerable work can be
done exploring the artistic/marketing interface in the same way that has been done
for other interfunctional relationships involving marketing (Massey & Dawes 2007;
Massey & Kyriazis 2007; Ruekert & Walker 1987). This study focused on PO and
CO, but other interfunctional tensions were present which have been researched in
other industries, such as differences in values, role conflict and power (Amason
1996; Bennett & Savani 2004; Harris, Ogbonna & Goode 2008; Jehn 1995). Values
particularly is a promising area which has been examined in an arts context
(Sorjonen 2011; Voss, Cable & Voss 2000), such as the value dimensions of artistic,
market, financial, prosocial and achievement (Voss, Cable & Voss 2000). There is
evidence both in the literature (Ordanini, Rubera & Sala 2008) and in the findings of
this study that cross-functional co-ordination has been improved in major record
companies through changes to processes, structure, work practices, cross-functional
training, and improved communication driven by changes in technology and social
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media. Further research could focus on improving the co-ordination between the
artistic and marketing functions through integrating mechanisms such as physical
proximity, cross functional reward systems, and enhanced CEO leadership (Bennett
& Savani 2004; Harris, Ogbonna & Goode 2008).
The challenges to Co-creation encountered in this sector, and its clash with other
beliefs, is worthy of further exploration. To the researcher’s knowledge, there has
been no literature discussion of the degree to which Artistic Autonomy, a traditional
norm within the creative industries, is being challenged by the new consumer power
implicit in Co-creation. What are the implications of this for the creative process, and
for the protection of creative agents participating in creative processes? The
implications of Co-creation for Artistic Leadership also appear presently unexplored
in the literature and represents another research opportunity. Is the traditional role of
the artistic leader (such as the Artistic Director of an arts program) creating an
artistic vision to be passively consumed by appreciative audiences now giving way to
a more collaborative relationship between the artistic leader and audiences? How do
artistic leaders feel about this? In relation to aesthetic Conviction, under what
conditions is it appropriate and indeed necessary for an artistic manager to anchor
their programming in personal taste, stamping one’s personal imprimatur as a
tastemaker on the programming?  When is it inappropriate? These questions remain
to be addressed by researchers.
8.5 Conclusion
The thesis has now answered the research questions, identifying the managerial
beliefs that underpin and influence PO and CO in large music organisations and
explaining how they do so. The thesis examined the organisational implications of
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each individual belief and the broader implications for co-operation and conflict
between artistic and marketing managers. The contribution of this research to
knowledge has been demonstrated, in terms of its contributions to literature, practice
and policy.
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Appendices
Appendix 1:  Email to Participants
Email inviting prospective interviewees to participate
Dear xxxx,
[Personal greeting if appropriate]
I am conducting PhD research at Deakin University in Australia. The primary focus
of this research is the way managers in music organisations attempt to work with and
reconcile the needs of artists and audiences, particularly in the creation of new work.
I am seeking experts to interview, who have held one or more of three roles within
music organisations: head of an artistic department, head of a marketing department,
or a CEO/GM role. I consider you such an expert with regards to [specialisation]. I
am after around an hour of your time to interview you on this topic. The interview
would be conducted in [city] at a time and place of your choosing. I intend to be in
[city] from [date window].
I am happy to answer any questions you may have. I am asking permission to
interview you, to use this interview for my research, and to audio record the
interview. You would not be identified in the published research unless you
explicitly consented to this in writing (as a separate and further step). Participation in
this project is naturally voluntary, and you would be free to withdraw at any time. If
you were uncomfortable with the interview, you could request to withdraw from the
research, and all interview materials would be destroyed. You would be sent a copy
of the interview transcript, the preliminary research findings, with an opportunity to
correct any errors of fact. If you did participate in the research, aggregated data
would be published with all identification of participants removed. I need to add out
of honesty that with expert interviews, complete confidentiality cannot be 100%
guaranteed, as people can infer the identity of contributors from the nature of their
contribution.
Universities take research ethics very seriously these days, and so the next step
would be for me to send you a ‘Plain Language Statement’ which explains in greater
detail what I am doing in layman’s language, and a Consent Form.
Let me know in principle if you’re happy to participate.
Thanks and best wishes,
Paul
Paul Saintilan
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Appendix 2:  Plain Language Statement
PLAIN LANGUAGE STATEMENT
TO: Interview Participants
Plain Language Statement
Date:
Full Project Title: A Perceptual Study of Managerial Thought Worlds in the Music
Industry
Principal Researcher:  Professor Ruth Rentschler
Student Researcher/Doctoral Candidate: Paul Saintilan
Associate Researcher(s): Dr Pandora Kay and Dr Kerrie Bridson
1. Your Consent: You are invited to take part in this research project. Participation
in any research project is voluntary. If you do not wish to take part you are not
obliged to. Deciding not to participate will not affect your relationship to the
researchers or to Deakin University (or any institution with which the researchers are
associated). If you decide to take part and later change your mind you are free to
withdraw from the project at any stage up until the aggregated data is published. Any
information obtained from you up to that point would not be used and would be
destroyed. If you are comfortable with the summary of the research contained in this
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‘Plain Language Statement’ and agree to participate, please sign the attached consent
form. You may keep a copy of both documents for your records.
2. Purpose and Background: The purpose of this project is to look at music
organisations and explore the intersection of ‘product orientation’ (ie the degree to
which the music organisation follows and prioritises the artists’ convictions, the
artist’s internal desires and needs), and ‘customer orientation’ (the degree to which
the organisation acknowledges and prioritises audience preferences and attempts to
integrate them in the new product development process). The research is also
interested in whether different managers have different perspectives by virtue of their
professional background, and their role in the new product development process. The
results of this research will be presented as a PhD thesis by the student researcher,
Paul Saintilan, and may be published in academic journals and in the media. No
individual will be able to be identified in any publication (without subsequent further
consent). Information you have placed in the public domain, such as through media
interviews may be used in identifiable form without further authorisation. However,
such usage (such as a quotation drawn from a published interview) would not be
used in a way that would disclose your identity as an interview participant (without
subsequent further consent). For example, a quotation made by you in a published
interview may be reproduced in identifiable form for the purpose of commenting
generally on industry attitudes or practice. As this material would be in the public
domain, there is no breach of confidentiality. However, if the published research
stated that this comment was made by a research participant, then the comment
would not be attributed to you but quoted anonymously. Only in this way can the
assurance of confidentiality be protected.
3. How This Project Will Be Conducted: Selected executives based in Australia,
the USA and the UK will be interviewed for their views and perspectives on the
research topic. Three different types of managers will be chosen: Artistic Managers
who traditionally manage the organisation’s relationship with artists; Marketing
Managers who traditionally manage the organisation’s relationship with the
audience; and CEOs/General Managers, who oversee both areas. We anticipate some
executives will identify with more than one area. The research will explore whether
there are different perspectives on the research topic which require
acknowledgement. The research will be used to prepare a doctoral dissertation and
will also form the basis of articles submitted for publication.
4. What Participants Will Be Asked To Do: With your consent, your participation
in this project will involve an interview to discuss new product development in the
context of music organisations. The interview is expected to take approximately one
hour. You may decide to stop the interview at any point. The types of questions to be
asked may include: “(i) Music organisations can be said to act as an intermediary
between artists and audiences. Tell me the story of the development and launch of a
new project (as recent as possible). What role did the needs of artists and audiences
respectively play in the choice, development and marketing of the new project? (ii)
Ultimately what is the most important factor in successfully launching a new piece of
work? (iii) To what extent has the use of business language such as ‘product’,
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‘market’, and ‘consumer’ created issues between the departments and executives of
different backgrounds? (iv) As a general point, to what extent did the organisation
attempt to integrate audience research and audience preferences into new product
development/new work?” We wish to audio record and video record the interview.
The videorecording is being conducted as an ‘aide-mémoire’ for the researcher. If
you do not wish recording to occur, we will take handwritten notes of the interview.
The interview material will not be stripped of any identification when collected or
analysed, but no material would be made public without your explicit further
consent. To comply with Government requirements all data will be stored securely
for a minimum of 5 years after final publication. You will be sent a copy of the
interview transcript, the video recording and preliminary research findings, and will
have the opportunity to correct any errors of fact with regards to the interview. A
copy of the final PhD will be made available to you (as a digital PDF document)
upon request. Prior to the interview you are invited to complete a preliminary
questionnaire which will be aggregated with other responses to provide an overall
(anonymous) profile of the participant group.
5. Risks and Benefits: Interview materials such as transcripts and recordings will
not be stripped of identification at the conclusion of the interview, however, they will
not be published, quoted, or in any way made publicly available without your explicit
further consent. They will also be stored securely on a password protected laptop.
Digital audio and video data will be stored temporarily on portable equipment during
the recording process. Note that with expert interviews, complete confidentiality
cannot be 100% guaranteed, as people can infer the identity of contributors from the
nature of their contribution. This is an international research project involving
participants in Australia, the USA, and the UK. Despite the large geographical scope,
the international nature of the project is not foreseen to impose additional risks on
participants, particularly given the similar ethical framework that governs UK,
Australian and US research. There are limited risks due to the fact that you can
withdraw from the research at any time, and if you chose to do so all interview
materials would be destroyed. In terms of benefits, it is hoped this research will shed
light on an interesting and under researched area.  It will provide expert research
participants with an opportunity to share their insights, helping to ground academic
research on the real practice of music managers. Reflecting on professional
experiences can help both the practitioner and others develop deeper insight into
activities that take place within music organisations.
6. Other Relevant Matters: No research participant will be paid for their time. In
terms of transparently disclosing research funding, I can confirm that the only
support this project is receiving is from Deakin University.
7. Complaints: Approval to undertake this research project has been given by the
Human Research Ethics Committee of Deakin University. This project will be
carried out according to the National Statement on Ethical Conduct in Human
Research (2007) produced by the National Health and Medical Research Council of
Australia. This statement has been developed to protect the interests of research
participants such as yourself. If you have any complaints about any aspect of the
project, the way it is being conducted or any questions about your rights as a research
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participant, then you may contact: The Manager, Office of Research Integrity,
Deakin University, 221 Burwood Highway, Burwood Victoria 3125, Telephone:
9251 7129, Facsimile: 9244 6581; research-ethics@deakin.edu.au. Please quote
project number BL-EC 20-12.
8. Contact details of researchers: The researcher is available to answer any
questions you may still have about the research project. You can request any
information at all. If you do require clarification or additional assurances only sign
the Consent Form once you have received satisfactory answers to your questions. If
you decide to withdraw from the research at any stage, please complete the
‘Revocation of Consent’ form attached. The researchers responsible for this project
are:
Paul Saintilan Professor Ruth Rentschler
c/o School of Management and Marketing School of Management and Marketing
221 Burwood Highway 221 Burwood Highway
Burwood VIC 3125 Burwood VIC 3125
e: psaintil@deakin.edu.au e: ruth.rentschler@deakin.edu.au
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Appendix 3:  Consent Form
CONSENT FORM
TO: Interview Participant
Consent Form
Date:
Full Project Title: A Perceptual Study of Managerial Thought Worlds in the Music
Industry
Reference Number: BL-EC 20-12
I have read and understand the attached Plain Language Statement.
I freely agree to participate in this project according to the conditions in the Plain
Language Statement.
I have been given a copy of the Plain Language Statement and Consent Form to
keep.
I understand that the interview materials will not be stripped of identification, but the
researcher has agreed not to reveal my identity as a research participant, or release
any identifiable information provided to the researcher in any public, published form
without my explicit further consent (further to this agreement).  This applies to all
interview material and information provided in the preliminary questionnaire.
I consent / do not consent to audio taping of the interview.
I consent / do not consent to video taping of the interview.
I understand that I will be sent a copy of the interview transcript, interview video
recording and preliminary research findings, and will have the opportunity to correct
any errors of fact with regards to the interview. I understand that a copy of the final
PhD thesis will be made available to me (as a digital PDF document) upon request.
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Participant’s Name (printed)
……………………………………………………………………
Signature …………………………………… Date  …………………………
Paul Saintilan Professor Ruth Rentschler
School of Management and Marketing School of Management and Marketing
221 Burwood Highway 221 Burwood Highway
Burwood VIC 3125 Burwood VIC 3125
e: psaintil@deakin.edu.au e: ruth.rentschler@deakin.edu.au
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Appendix 4:  Withdrawal of Consent Form
WITHDRAWAL OF CONSENT FORM
TO:  Interview Participants
Withdrawal of Consent Form
(To be used for participants who wish to withdraw from the project)
Date:
Full Project Title: A Perceptual Study of Managerial Thought Worlds in the Music
Industry
Reference Number: BL-EC 20-12
I hereby wish to WITHDRAW my consent to participate in the above research
project and understand that such withdrawal WILL NOT jeopardise my relationship
with Deakin University or any institution associated with the researchers.
Participant’s Name (printed) …………………………………………………….
Signature ………………………………………   Date ……………………
Please mail or fax this form to:
Paul Saintilan
c/o School of Management and Marketing
221 Burwood Highway
Burwood VIC 3125
e: psaintil@deakin.edu.au
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Appendix 5:  Preliminary Questionnaire (Pre-interview)
TO:  [Interview Participant]
Date:
Full Project Title:  A Perceptual Study of Managerial Thought Worlds in the
Music Industry
Reference Number: BL-EC 20-12
In order to best understand the demographic profile of participants in this study, we
would be grateful if you could provide the information below. This will not be
publicly disclosed, however we would make aggregated data available, where no
individual participant could be recognised.
Age:
30-39 40-49 50-59 60-69 Over 69
Nationality:
Australian British USA Other: _____________
Countries in which you have worked (ie in music organisations):
……………………………………………………………………………………………………………………………
……………………………………………………………………………………………………………………………
Any Tertiary Education (such as University degrees - if so, state qualification and key
subject matter covered in the qualification):
…………………………………………………………………………………………………………………………..
…………………………………………………………………………………………………………………………..
……………………………………………………………………………………………………………………………
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[Preliminary Questionnaire – pre-interview questions continued]
What is your greatest area of specialist ‘functional’ expertise? (ie artistic, marketing,
sales, general management, finance, operations etc - feel free to cite more than one)
………………………………………………………………………………………………………………………………
………………………………………………………………………………………………………………………………
Within the key area of expertise that you have been invited to contribute to this study
[ie artistic, marketing or general management], have you also worked in lower levels
of management, such as junior or middle management positions (as well as senior
positions)?
……………………………………………………………………………………………………………………………..
………………………………………………………………………………………………………………………………
Have you previously published articles, interviews, memoirs or other material which
you would encourage the researcher to read, to increase his understanding of your
thoughts and views on music management? If so, please provide details.
…………………………………………………………………………………………………………………………..
…………………………………………………………………………………………………………………………..
…………………………………………………………………………………………………………………………..
……………………………………………………………………………………………………………………………
Approval to undertake this research project has been given by the Human Research
Ethics Committee of Deakin University. If you have any complaints about any aspect
of the project, the way it is being conducted or any questions about your rights as a
research participant, then you may contact: The Manager, Office of Research
Integrity, Deakin University, 221 Burwood Highway, Burwood Victoria 3125,
Australia. Telephone: +613 9251 7129, Facsimile: +613 9244 6581; research-
ethics@deakin.edu.au. Please quote project number BL-EC 20-12.
If you require further information or if you have any problems concerning this
project, you can contact either of the principal researchers. The researchers
responsible for this project are reproduced below.
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Participant’s Name (printed) …………………………………………...
Signature ………………………………Date  …………………………
Paul Saintilan Professor Ruth Rentschler
School of Management and Marketing School of Management and Marketing
221 Burwood Highway 221 Burwood Highway
Burwood VIC 3125 Australia Burwood VIC 3125 Australia
e: psaintil@deakin.edu.au e: ruth.rentschler@deakin.edu.au
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Appendix 6:  Interview Questions/Prompt
[Script]
[For the benefit of the recording and the participant] Good morning/good afternoon.
My name is Paul Saintilan, and in the room with me is [xxxx]. We are interviewing
managers of music organisations as part of a research study into the way artist and
audience needs are accommodated in the creation of new work. We are happy to
share the results of our study with you. However, please be assured that your views
will remain confidential. Your name will not be used. We will approach the interview
thematically, moving through topics such as artists and audiences. Our study has
ethics clearance from Deakin University. Do you have any questions about our
study?
[Intro and general perception of new product development process]
 In terms of your background and approach to working in music organisations,
how do you see yourself: as primarily artistically driven, marketing driven, or
a combination of the two?
 Music organisations can be said to act as an intermediary between artists and
audiences. Tell me the story of the development and launch of a new
[product/show/piece of work] (as recent as possible). What role did the needs
of artists and audiences respectively play in the choice, development and
marketing of the new [product]?
 Earlier this year Noel Gallagher (ex Oasis) gave an interview to the music
festival Coachella where he made some provocative comments criticising
‘focus-group driven music’ [Interviewer reads quote]. What is your view of
Gallagher’s concerns?
 Ultimately what is the most important factor in successfully launching a new
piece of work?
[On Artists / Product Orientation]
 If an important young artist working for your label/organisation came to you
and said they were going to ignore the audience, and would instead focus on
their own inner voice, their deepest artistic convictions, what would you say
to them?
 What sort of insight do you think artists have into their audiences?
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 To what extent does being a great and successful artist involve ‘audience
leadership’, rather than just ‘giving people what they want’?  By ‘audience
leadership’ I mean being ahead of the audience, leading people on to new
experiences.
 Sometimes an artist’s work grows on us, appreciation is latent. Yet there are
commercial pressures for immediate success and immediate appreciation.
How does the organisation wrestle with this problem?
[On Audiences – Consumer Orientation]
 To what extent do you believe that audience appreciation and sales are the
key yardsticks of success?
 As a general point, to what extent did your organisation attempt to integrate
audience research and audience preferences into new product
development/new work?
[Interplay and Integration]
 Have you witnessed collisions between the artists’ vision or aesthetics and
what some in the organisation felt would be more attractive to the audience?
If so, tell me about a time when such a problem arose and how it was
resolved.
 What was the role of the CEO/GM in resolving these problems?
 What factors created the greatest number of issues between the marketing and
artistic departments?
 To what extent has the use of business language such as ‘product’, ‘market’,
and ‘consumer’ created issues between the departments?
 What do you think managers in music organisations most misunderstand
about the process of creating and marketing new work?
 Is increased audience feedback via social media affecting the relationship
between the artistic and marketing departments?
[Where interfunctional conflict has been acknowledged:]
 Looking back on the interactions of which we have spoken, what sort
of positive and negative effects did they have on the projects in
question?
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 Can you imagine one circumstance where it would increase
organisational effectiveness if the managers more actively challenged
one another?
 Some writers in this area have focused on the potential conflict between art
and commerce, “music and mammon”, art for art’s sake and art for business
sake. In your experience, how do [artistic/marketing/general] managers
balance these competing demands?
[Conclusion]
 Is there anything on the overall topic we have been exploring that you feel is
important, but you haven’t had sufficient opportunity to raise?
 [Thanks, next steps]
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Appendix 7:  Transcription of Noel Gallagher (ex Oasis) 2012
Coachella Interview
YouTube http://www.youtube.com/watch?v=SgWAutWoee8
Published April 15th 2012 by Coachella
Accessed April 19th, 2012
[Transcription below relates to the interview from around 3:40 to 5:44]
"....the rules of the game have changed. Albums are made by committee now and
focus groups and all that s****. I was saying to somebody the other day, you know,
they focus group music now. Like, they focus group what’s played on the radio”......
“So, the consumer has become all more powerful now, and the consumer is king. So,
the consumer gets what he wants. But as I understand it, the consumer didn’t
f****** want Jimi Hendrix, but they got him. And it changed the world. And the
consumer didn’t want Sgt. Peppers, but they got it… and they didn’t want the Sex
Pistols but they got it. And now there’s an attitude in the music business where it's
like ‘well, let’s keep the consumer happy because that’s what’s f******...you
know... that’s what makes the music business go ’round.” ........ “Let’s put it this way.
If a fashion house is a record label, right, like Dior, or all those big fashion houses,
do you think fashion would stay the same, if they asked the consumer what they
wanted to wear next summer? Why fashion always moves forward and we all look
different and have different haircuts and we[’re] all different, is because fashion
doesn’t focus group it to its f****** customers. F*** the customer! The customer
doesn't know what he wants! You f****** give it to him, and he likes it. Customers
are idiots. Ninety nine percent of them are f****** idiots”......
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Appendix 8: Ethics Approval
31May 2012
Dear Pandora & Paul
BL-EC 20-12 A Perceptual Study of Managerial Thought
Worlds in the Music Industry
Thank you for submitting the above project for consideration by the Faculty Human Ethics
Advisory Group (HEAG). The HEAG recognised that the project complies with the National
Statement on Ethical Conduct in Research Involving Humans (2007) and has approved it.
You may commence the project upon receipt of this communication.
The approval period is for four years.  It is your responsibility to contact the Faculty HEAG
immediately should any of the following occur:
 Serious or unexpected adverse effects on the participants
 Any proposed changes in the protocol, including extensions of time
 Any changes to the research team or changes to contact details
 Any events which might affect the continuing ethical acceptability of the project
 The project is discontinued before the expected date of completion.
You will be required to submit an annual report giving details of the progress of your
research. Failure to do so may result in the termination of the project. Once the project is
completed, you will be required to submit a final report informing the HEAG of its completion.
Please ensure that the Deakin logo is on the Plain Language Statement and Consent
Forms. You should also ensure that the project ID is inserted in the complaints clause
on the Plain Language Statement, and be reminded that the project number must always
be quoted in any communication with the HEAG to avoid delays. All communication should
be directed tokatrina.fleming@deakin.edu.au
The Faculty HEAG and/or Deakin University Human Research Ethics Committee (HREC)
may need to audit this project as part of the requirements for monitoring set out in the
National Statement on Ethical Conduct in Research Involving Humans (2007).
If you have any queries in the future, please do not hesitate to contact me.
We wish you well with your research.
Kind regards,
Katrina Fleming
HEAG Secretariat
Faculty of Business and Law
